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1. Introduction: New Versions of an 01d Concept

every writer creates his
OWn precursors. His work
modifies our conception of
the past, as it will modify
the future.

Joqe Luis Borges

to give altered signifi-
cances to previous works
by parody which reframes
or “"trans-contextualizes"
the past.

Linda Hutcheon

I imagined Loulou sitting
on the other side of
Flaubert’s desk and staring
back at him 1like some
taunting reflection from
a funfair mirror. No wonder
three weeks of its parodic
presence caused irritation.
Is the writer much more
than a sophisticated
parrot?

Julian Barnes!'

Although the subtitle of this study, "Parodic Structures
in the Contemporary English-Canadian Historical Novel," might
well Tead readers to expect a treatment of humour in Canadian
literature, the term parody is here used in a structural
sense, in which humour is a possible but not a necessary
quality of parodies. In order to Jjustify the use of such a
model of parody in a discussion of contemporary novels, one
has to abstract from the usual connotations that the term has

gathered during the last two or three centuries. Instead, one
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must go back to the concept as it was last used by eighteenth-
century critics and theorists such as Samuel Johnson. Accord-
ing to Johnson, parody is "a kind of writing, in which the
words of an author or his thoughts are taken, and by a slight
change adapted to some new purpose.”? Johnson does not specify
what the intended effect of the change is to be, and thus in
this definition the stress is primarily on the structural
relationships between parodied and parodying text. The present
study focuses on the kind of narrative structures that
Canadian novelists take over from their predecessors--whether
they be Canadian, American, or European--and it asks how they
adapt them to the present Canadian literary and social
environment. After a theoretical overview of the development
of the concept of parody (Chapter 1), the structural model of
parody will be applied to three Canadian historical novels of
classical status (Chapter 2) and then to six contemporary
historical novels that are representative of Canadian liter-
ature in the 1970s and 80s. The Governor General’'s Awards that
all three authors chosen (Chapters 3 to 5) have won for novels
included in this study indicate their representativeness.
The meaning of the term parody, more than that of many
other literary notions, depends very much on the historical
situation in which it is used. In her recent book on parody,
Linda Hutcheon even suggests that 1its dependence on the

historical context is so strong "that there are probably no
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transhistorical definitions of parody possible.”® Within this
study, references to a structural, formalist definition aim
to arrive at the underlying structural relationship between
texts that applies to al] parodies, whatever their historical-
ly determined connotations may be. What has happened during
the Tast two centuries is that the term parody was narrowed
down from what it meant in Johnson's times and came to be
applied to a genre that was regarded not only as secondary but
also as a degraded version of the parodied text. However, as
will be shown, this somewhat derogatory meaning of parody so
current today was not hecessarily allied with the classical
usage of the word. Still, this restricted use of the term has
had the consequence that in contemporary literary criticism,
parody is most often used in connection with the concept of
satire, although the hierarchical relationship between the two
concepts differs from one critic to the next, so that some
critics see parody as a genre related to--or a sub-genre of--
satire, whereas for others it is only a satiric strategy.*
Even though several of the texts on which this study will
focus are highly satirical, this satirical character does not
necessarily reflect on their parodic structure, which should

of course be taken for granted.

In a recent overview of research on the topic, Clive R.

Thomson shows that 1in contemporary criticism there are two,
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or rather three, approaches to the phenomenon of parody. The

first type that he identifies 1is the semantic/pragmatic

approach of theorists such as Linda Hutcheon, whose aim is
to elaborate a flexible typology, using the metho-
dology of pragmatics, which would allow us to
classify texts possessing seemingly similar yet
different meanings.

Theorists belonging to this group have the ambition "to work

out what parody, in essence, means, " and they wonder if it is

“a mocking, disdainful, respectful or playful modality."?

The second approach is the structuralist one of theorists
such as Geneviéve Idt and Michael Riffaterre (in a later
essay, Thomson adds Gérard Genette to this group),® who are
mostly interested 1in the purely formal relationship between
parodied and parodying text.

The third approach is a combination of the two first
ones, represented in its earlier form by Mikhail Bakhtin and
at present by critics such as Margaret Rose, who see parody
“more as a modality or mode than as a genre" and stress
"semantic content as the determining factor in creating a

typology." According to Thomson, their theory

is based in the work of Northrop Frye (and, if one
goes further back, in the Aristotelian tradition in
which ideas pre-exist their being put into words),
who holds that satire is social, and that parody is
formail.?
While this study stresses parody’s character as a mode
rather than as a genre, and thus 1is more or 1less part of

Thomson’s third category, it is primarily interested in the
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formal and structural relationships between texts. It will
then relate these structural findings back to the pragmatic
situation and semantic context in and for which parodic texts

are written.®

Concentrating on the “progressive" rather than the
"conservative" functions of parody, the theoretical overview
in the following pages will sketch the development of the
concept of parody from ancient Greece to postmodern Europe
and North America. Without even trying to give a complete
history of the term, it will attempt to characterize parody
as a literary mode that becomes useful and effective in the
self-definition of a "new” literature that is situated between
the 1influential poles of the European and the American
traditions. In this sense, a text which is parodic becomes a
serious re-working of literary models and is much more than
Jjust a "parodisitic"® copy of some imperial master narrative.
It should also become clear in the course of the overview why
an approach such as the present one is needed in order to
complement related ones based on the concept of inter-

textuality.
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1.1. Classical Theories of Parody

Unfortunately, the origins of the term parody (etymolo-
gically, the prefix para plus the verb aijidein meaning ’to
sing’) 1in ancient Greece are somewhat hazy. As it seems, the
ancient Greek literary theorists do not agree on a clear-cut
definition, probably even TJess so than their modern inter-
preters. The only mention Aristot]e makes of parody in his
Poetics is in reference to Hegemon the Thasian, whom he calls
“the first writer of parodies."' Aristotle does not give a
definition of parody, however, but only claims--1in his discus-
sion of the modes of imitation--that Hegemon describes men as
worse than they are in real 1ife, whereas poets such as Homer
or Cleophon describe them as better than or exactly as they
are. Judging from the context, one may conclude that the
author of the Poetics thus shares the view of parody as a
genre, and as a "negative" genre at that. David Kiremidjian
is of this opinion:
The closest anyone has come to ranking parody as a
genre is Aristotle, thereafter echoed by Theophras-
tus, Diomedes the Grammarian, and countless others
in succeeding generations, who established Comedy,
Tragedy, Mime and Satire as the four dramatic
types. !

Gérard Genette tries to locate parody in Aristotle’s system

of genres. In his elaboration of this system, he differen-—

tiates in an Aristotelian manner between two types of action--
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high and Tow'?>~--and between two modes of representation--narra-

tive and dramatic:
La croisée de ces deux oppositions détermine une
grille a quatre termes qui constitue a proprement
parler le systéme aristotélicien des genres poé-
tiques: action haute en mode dramatique, la tragé-
die; action haute en mode narratif, 1’épopée; action
basse en mode dramatique, la comédie; quant &
1’action basse en mode narratif, elle n’est jl-

lustrée que par référence allusive a des oeuvres
plus ou moins directement désignées sous le terme

de parddia.™
This generic and negative definition, which would at
first sight restrict parody to "low"” subject matter, tending
towards what is generally referred to as burlesqgue, 1is not
the only one, however, that can be derived from ancient Greek
sources: Fred W. Householder shows, for example, that the
prefix para does not necessarily imply confrontation and
negativity; it also has the meaning "’like, resembling,
changing slightly, imitating, replacing, spurious.’" He
concludes that "[o]ur basic sense, then, would seem to have
been ’singing in imitation, singing with a slight change
[e.g., of subject matter],’ "' so that the stress in parody
lies on the structural (and maybe even semantic) effect of
doubling and completion. David Kiremidjian also works with
the form/content dichotomy 1in parody; for him, the Greek
rhapsodists’
improvisations were in the same manner and style as
the originals, but treated local quotidian reality
rather than heroic exploits. Our own most general

and fundamental notion of parody rests on the early
practices of the rhapsodists: Parody is a literary
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mimicry which retains the form but alters the
content of the original.’®

Other theorists such as the Germans Wido Hempel and
Theodor Verweyen and Gunther Witting have it the other way
round. They point out that parodies are first used at a time
when poetry and music have not yet become art forms indepen-
dent of each other. According to them, parodia means an
innovation in the technique of recitation of epic poetry: the
poem is no longer recited in a singing fashion but in the
normal tone of an actor speaking his dialogue.'® wWhether we
agree with Householder and Kiremidjian that in parody the
contents change while the form is Kept, or whether we agree
with Hempel and Verweyen/Witting that the form changes while
the contents remain stable (i.e., what other critics separate
from parody as travesty)'’, it has become obvious that parody
originally signifies a structural relationship between two
texts.

The important structural elements of parody are already
in existence here: an imitated (parodied) text and an im-
itating (parodying) one, which follows either the content or
the form of the original while changing the other element.
The recitation of an older text in a new medium or the fram-
ing of a new one in an old medium will of course change the
reception of these texts by the audience. This change does
not, however, automatically imply negative connotations of

degradation that are nowadays quite regularly associated with
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the concept of parody. What we have here is a new form for an
old message (or an old form for a new message), which first
draws attention to its own form and second--by severing the
message from its expected traditional (or envisaged new)
form--helps to renew interest in the message itself, Parody~-
at Jleast the first type--can here function as a structural
mechanism of literary change but also as a means of semantic
commentary oh the content of the parodied text. In
Kiremidjian’s words, "a parody forces us to be aware of form
as an artifice or as an artificial discipline which is brought
into relation with a radically different phenomenon, that of
natural experience itself."18

One must always keep in mind, of course, that the
division of the text into content and form undertaken here is
a simplification insofar as form and contents influence each
other and are 1nterdependent, especially so in parodies.'® One
cannot really define parody as either an old message in a new
form or a new message 1in an old form. What is important,
however, 1is the incongruity between these two elements within
a parodic text. We should note again that the semantic element
of commentary that accompanies the structural changes does not
imply that these changes have to be in the direction of
humorous or comic effect, 20

As J.W.H. Atkins points out, Greek parody could already

serve as literary criticism, and he calls Homer’s Margites
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and The War of the Frogs and the Mice, "both of which were

obvious parodies--the earliest forms of Jjudicial criticism. "2
T.S. Dorsch adds that Aristophanes’s "methods of selective
quotation with attendant comments, and of brilliantly percep-
tive parody ... in combination amount to something not unlike
the modern analysis of texts."22 Ag far as structural (or
intertextual) relationships between parodied and parodying
text are concerned, there are clearly affinities between the
concepts of parody and Tliterary criticism, and the general
problem of reference that arises here will have to be dealt
with in the course of this study, especially with regard to
the more obviously metafictional contemporary novels dis-
Cussed: Do parodic texts refer primarily to preceding texts
or to historic realities? Do they play around with textual
elements for the sake‘of textual playfulness, or do they want
to criticize the real world?

Already, and especially here in this context, one should
point out that Aristotle’s definition of parody as a genre is
not very useful, if we are interested in parody’s contribution
to Titerary evolution. If we want to analyze this latter
aspect of parody, it is best defined as a mechanism or a mode
that can be applied to any other genre. If we re-define parody
in this way, we avoid the difficulties that critics such as
Kiremidjian have in seeing it as a sub-genre of satire or

"only one but one of the most important™ of its mechanisms. 23
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Kiremidjian is only one step away from severing the connection

between satire and parody:
Satire has its own forms and thus articulates its
“content"” or "objects” in terms of that form. Like
tragedy or comedy, satire will "hold the mirror up
to nature,” even though the satiric mirror has its
own particularly grotesque curvature. Parody, on
the other hand, has no form, structure, or mechanism
of its own, but must adopt, by its very nature, the

form of the original to which it refers and to which
it owes its existence.?*

The Greek theories of parody thus fall into two classes,
one seeing parody as a genre--the Aristotelian strain--and
the other--going back to ancient theories of art and music--
interpreting it as a mode, or a special type of imitation (an
imitation of Titerary models rather than Aristotelian mimesis
of reality). As indicated earlier, it is the latter that will
be more important in the context of this study.

This latter concept of parody as imitation, which is of
interest here, is also existent in Roman Titerary theory. One
can already detect a similar principle in Horace's concept of
imitation. In a letter to Maecenas, he "explains his ideas of
imitation true and false, claiming for himself a true origin-
ality, and stating that he had "followed slavishly 1in the

tracks of none’ (non aliena meo pressi pede)."?® For Horace,

whose theories are "rather loftier“26 than the later Longi-
nus’s somewhat more restrictive definition of imitation as

emulation,?” “"the true ’imitation’ [is] one of re-creation,



New Versions 12

not repetition..."?®, and he demands "an imitation in practice
which aiml[s] finally at producing something new."?® Later
theorists of Titerature such as Quintilian also claim “"that
[parody’s] real function lies not in the reproduction of
earlier methods of expression but in conducing to the dis-
covery of new effects and to the development of style in
general. "3 Quintilian interprets parody as close literary
imitation, "a name drawn from songs sung in imitation of
others, but employed by an abuse of language to designate
imitation 1in verse or prose."% The practice of classical
Latin authors such as Virgil and Ovid can also be explained
by reference to parodic principles in the original sense. In-
stead of anachronistically approaching the problem of writing
an epic "by a Greek route, "3% virgil takes the Homeric story
and reworks it by integrating it into the Roman world view of
the Aeneid. His epic "was to be a thing which would outvie
the Greeks, be the Roman equivalent of the Iliad and Odys-

"3 Later on, Ovid erects his own parody: "“Against the

sey.
antique mythology of Homer and against also the modern, Au-
gustan use of it by Virgil,--he set his own peculiar blend of
iconoclasm and human sympathy."3%* As Erwin Rotermund sums up
his overview of parody 1in antiquity, at least some "ancient
rhetoricians used the term [of parody] with reference to the

technique of integrating foreign literary elements into their

own discourse and of conjoining the two to form a new unit, "3%
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Some classical authors such as Velleius Paterculus al-
ready express the sense of what Walter Jackson Bate will
later--in connection with eighteenth-century imitation and
parody--call the burden of the past : "When we feel ourselves
unable to excel (or even to equal) the great predecessors
1mmed1ate1y before us, hope and emulation languish; we grad-
ually resign the pursuit in which they have excelled and try

to discover a new one. "3
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1.2. Medieval Theorijes of Parody

While parodic practice (in the sense defined above as
well as 1in the restrictive sense in which the word is gen-
erally used today) is an ongoing concern throughout the ages,
theoretical discussions are relatively rare in the Middle
Ages. In his survey, George Kitchin refers to many medieval
works that qualify as parody, but he concludes that "before
the seventeenth century there is only one first-rate English

parody--Chaucer’s Sir Thopas--and two productions of the

mock-epic genius, Chaucer’s Nonne Prestes Tale and Spenser’s

brilliant Muiopotmos."®” In his book on medieval theory of
Titerature, J.W.H. Atkins shows in what ways an author like

Chaucer makes use of parody as a means of literary criticism

in Sir Thopas:

By the Greeks that device had long ago been em-
ployed as the most natural means of pronouncing
lTiterary judgment... And it is worth noting in
passing that in this, the first attempt at judicial
criticism in English, Chaucer unconsciously follows
the ancient practice: though his treatment may also
have been suggested by Geoffrey of Vinsauf, when he
recommended praise of a ludicrous Kind for exposing
the absurd.... By infinitely subtle touches he
hints at the defects which marked the romances of
his day; the excessive fondness for strange marvels
and long tedious descriptions, the stock epithets
and phrases, the inevitable comparisons and cata-
logues, the rhyming tags and doggere] verse, and
above all the poverty of the action, which was
often Jost in a maze of digressions and descrip-
tions.?38
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Other kinds of parodies were widespread in the Middle
Ages, such as for example Goliardic parodies by "the amazing
brotherhood of learned vagabonds who haunted Europe from the
tenth century to the thirteenth, "3° parodic sermons Tike the

Sermo de Nemine,*® parodies of Church rituals described by

Lehmann*' and perhaps also the old pagan festivals that were
re-fashioned as Christian holidays.*? The popularity of par-
odies of church ritual is evidenced by the fact that "As
early as the thirteenth century the Council of Treéves forbade
clerks and students to parody certain parts of the Mass,
especially the Sanctus and Agnus Deij. "43

But although the practice was widespread throughout the
Middle Ages, the term parody itself does nhot re—appear before

the Renaissance theorist Scaliger uses it in his Poetics.
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1.3. Renaissance Theorijes of Parody

In a Renaissance context, parody once again has to be
seen as one form of 1imitation, imitation being "the most
important form of 1iterary reception from the sixteenth to
the eighteenth centuries."*® Renaissance theories of imitation
such as Roger Ascham’s Took back to the classical theories of
Cicero, Horace, and Quintilian and try to restore to Renais-
sance imitation some of the earlier vitality that had been
lost in later poetic theories that interpreted the concept
too narrowly.* Ascham’s discussion of the wider possibilities
of 1imitation seems to point forward to the incorporating
strategies of parody as they are brought forward--or rather
resurrected--by twentieth-century theorists. By studying Vir-
gil’s use of the Homeric model, Ascham develops his own idea
of imitation, which consists no longer in the “indiscriminate
borrowing of incidents, phrases or diction; still less in the
slavish and mechanical copying of verbal or structural de-
tails":

Its essence lay rather in the considered and ra-
tional use of a given model, in a process in which
artistic instincts and artistic judgment were con-
stantly at work; and its nature, he states more
than once, would more fitly be described as repro-
duction or refashioning (exprimere or effingere)
rather than as mere copying (imitari).?*s

In Ascham’s theory of imitation, the stress is on change 1in

the mode of presentation, but also on change in content. Sir
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Philip 8idney, too, is against copying old models indis-
criminately:

Truly I could wish, if at least I might be so bold
to wish in a thing beyond the reach of my capaci-
ty, the diligent imitators of Tully and Demosthenes
(most worthy to be imitated) did not so much keep
Nizolian paper-books of their figures and phrases,
as by attentive translation (as it were) devour
them whole, and make them wholly theirs: for now
they cast sugar and spice upon every dish that is
served to the table--like those Indians, not con-
tent to wear earrings at the fit and natural place
of the ears, but they will thrust Jjewels through
their nose and lips, because they will be sure to
be fine.*4’

These English Renaissance theories of imitation provide
a useful framework for a theoretical depiction of parody, but
parody itself is not mentijoned. The Italian Scaliger, how-
ever, makes direct reference to it. In his Poetics, he re-
peats Greek theories of the origin of parody and sees a hu-

morous element inherent in it:

Quemadmodum Satyra ex Tragoedia, Mimus e Comoedia:
sic Parodia de Rhapsodia nata est. Quum enim Rhap-
sodi intermitterent recitationem, lusus gratia
prodibant qui ad animi remissionem omnia 1illa
priora inuerterent. Hos iccirco [parodous]
nominarunt: quia praeter rem seriam propositam alia
ridicula subinferrent. Est igitur Parodia Rhapsodia
inuersa mutatis vocibus ad ridicula sensum
retrahens,*8

In the same way that satire developed out of tra-
gedy, and mime out of comedy, parody stems from
rhapsody. Whenever the rhapsodists interrupted
their recitation, those entered the stage who
Jokingly, for the mind’s relaxation, inverted
everything that had previously been performed. For
this reason they were called parodists, as they
undermined the serious message by means of another,
ridiculous one. Parody is thus an inverted rhapsody
that is drawn towards a ridiculous meaning through
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a change in voices. (My translation)
Following Aristotle, Scaliger thus stil] sees parody as a
genre: the relationship between rhapsody (epic) and parody
resembles those between satire and tragedy or mime and co-
medy. But then Scaliger has to admit that there is a kind of
parody in honore, and Verweyen and Witting point out that for
him the meaning of parody 1is not necessarily an adversative
one.*® Here--and in a similar way as in some of the classical
theories--the function of parody already seems to go beyond
that of a pure genre, and one may wonder whether it would not
be preferable to interpret it as a mechanism or a mode of
literary change already at this stage.”® Critics such as Ro-
termund point out that the sixteenth century knew parodijae
morales and that poetics in the seventeenth and eighteenth
centuries use the term as meaning formal imitation without
insisting on the resulting discrepancy.®' In England, John

Florio defines parodia in his A Worlde of Wordes (1598) as "a

turning of a verse by altering some wordes."%2 This defini-
tion, while going back to the ancient models, also points
forward to eighteenth-century theories such as Samuel John-

son’s.
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1.4. Theories of the Seventeenth and Eighteenth Centuries

From Scaliger onwards, parody again seems to develop in

two directions. On the one hand, theorists see it as a

humorous genre of secondary value; on the other, it is in-

terpreted as one of the modes underlying literary evolution.

Wolfgang Karrer sees parodies of this time in the context of

the quarrel of the Ancients and the Moderns.® For George

Kitchin, the second half of the seventeenth century 1is domi-

nated by a "rage for classical burlesque, "5 a genre which 1in

itself can be interpreted as an outgrowth of the abovemen-

tioned quarrel. Jeremy Treglown interprets the popularity of

parodies in the Restoration period as an illustration of “the

traditional sceptical propositions that no statement is un-

controversial and that objects change their form according to

the relative position of the observer."®® In his "Discourse

concerning the Original and Progress of Satire," John Dryden
gives a structural definition of parodies as

Verses patch’d up from great Poets, and turn’d into

another Sence than their Author intended them. Such

amongst the Romans is the Famous Cento of Ausonius:

where the words are Virgil’s: But by applying them

to another Sense, they are made a Relation of a

Wedding-Night; and the Act of Consummation fulsomly

describ’d 1in the very words of the most Modest

amongst all Poets. Of the same manner are our

songs, which are turn’d into Burlesque; and the

serious words of the Author perverted into a ridi-
culous meaning. %
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Here, once again, parody can be seen as one form of
literary imitation. Eighteenth-century writers were, as Wal-

ter Jackson Bate shows in The Burden of the Past and the

English Poet, particularly aware of their role as latecomers

who had to work especially hard in order to free themselves
from the influence of their predecessors. In this context,

Edward Young’s Conjectures on Original Composition become a

key text. Young speaks out against neo-classical imitation of
the Ancients and expresses himself in favour of the original-
ity of the Moderns.%” Bate shows, however, that imitation is
also one way of dealing with this "anxiety of influence":

the new poetry--in fact much of the new art
generally--was directly Tinking arms with the
classical, if only as the lesser partner (but was
this not praise enough?), through the creative use
of imitation. Why should not an important part of
the subject matter of poetry be its ownh rich past?
And why, when a standard had been established (and
it had), should one not try to work in, through, or
at least near it rather than to cultivate differ-
ence for its own sake? ... [W]e may in passing
recognize that never before and never thus far
since have the use and imitation of past models
(classical and other) been more sustained, more
thoughtful, more brilliant. When we say "bril-
Tiant,"” we should remember that we must include the
more restliess brother of Imitation, "Parody." The
start of what we think of as the novel 1in Don
Quixote and the interplay of "anti-romance" with
the parody of classical epic in Fielding during the
novel’s adolescence should be enough to remind us
of the creative uses of imitation and parody. 5

Samuel Johnson’s view has already been mentioned. Ac-

cording to Therese Fischer-Seidel, Johnson distinguishes
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between parody as a mode and the function that it can fulfil,
and thus avoids equating--as most other definitions do--par-
ody with one of its possible functions.5® The practice of the
eighteenth-century novelists proves Johnson right, even if he
himself has problems with mock-heroijc buriesque, in which he
criticizes "a disproportion between style and sentiments"
which turns into "an element of corruption, since all dis-
proportion 1is unnatural.”® In the same way that the first

novel, Cervantes’ Don Quixote, was a parody, early English

novels such as Fielding’'s Joseph Andrews are parodic. In

fact, Genette’s Aristotelian system of genres runs parallel
to Fielding’s when he calls parody what the eighteenth-cen-
tury novelist had called "a comic epic poem in prose." Ac-

cording to Fielding’s preface to Joseph Andrews,

The EPIC, as well as the DRAMA, 1is divided
into tragedy and comedy. HOMER, who was the father
of this species of poetry, gave us a pattern of
both of these, though that of the tatter kind is
entirely lost; which Aristotle tells us, bore the
same relation to comedy which his Iliad bears to
tragedy.®!

Jane Austen, too, is "a novelist who began with parody" in

Northanger Abbey and "left parody in the strict sense be-

hind. "% Her work, the forerunner of the nineteenth-century
novel, 1is a clear-cut example of the "progressive” rather

than secondary function of parody.
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1.5. Theories of the Nineteenth Century

In English Tliterature, the evolutionary impulse that had
been behind parody in the eighteenth century is lost in the
nineteenth, and here parody--although quite popular and wide~-
spread as an entertainment--loses its evolutionary force in
the Tliterary development, although novelists such as
Thackeray still use it as a way of finding their own style.
While Tittle happens on the English scene, there are however
important new French and German theorists who stress the
function of re-working and re-contextualization 1in parody,
and their theories continue from where the English theories
were left in the eighteenth century. Claude Abastado claims
that, starting at the end of the nineteenth century, some
Writers--stressing the creative possibilities inherent in
parody--see more in it than Just a minor genre or an addition
to existing successful genres: “L’accent est mis non plus sur
1’imitation mais sur Je changement qu’implique la parodie. "63
In Germany, as sSander L. Gilman shows in his work on
Nietzschean parody, even within "humorous"” parody the artist
can choose between two different models: while the Hobbesian
strain of interpretation is based on Tlaughter arising from
tension between the social polarities and infringement of
conventions, Kantian parody favours a dissb1ution of this

tension. While Schiller follows Hobbes’s model, Goethe also
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is interested in non-derogatory parody, and he "turns to the
Kantian view that pleasure can be produced by the advent of
laughter through the resolution of tension."” According to
Goethe’s Kantian approach, "The poet as parodist can create
works of art within the parodic mode which are independent of
their models and which stand as great works of art, ennobling

the Tow"®4:

Hier findet sich Keineswegs der parodistische Sinn,
welcher das Hohe, GroRe, Edle, Gute, Zarte herun-
terzieht und 1ins Gemeine veschleppt, woran wir
immer ein Symptom sehen, daB die Nation, die daran
Freude hat, auf dem Wege ist, sich zu verschlech-
tern; vielmehr wird hier das Rohe, Brutale, Niedri-
ge, das an und fiUr sich selbst den Gegensatz des
Gottlichen macht, durch die Gewalt der Kunst derge-
stalt emporgehoben, daB wir dasselbe gleichfalls
als an dem Erhabenen teilnehmend empfinden und
betrachten missen. 85

Here we are not at all dealing with parody 1in the
sense that brings down the high, great, noble,
good, and tender in order to drag it into the com-
mon realm of everyday life~--an attitude which 1is
always a symptom of the moral deterioration of the
nation indulging in such pursuits. On the contrary,
in this kind of parody the raw, brutal, and low--
which 1in itself represents the opposite of the
divine--is 1ifted up through the power of art, so
that we are led to feel and see that it, too, par-
takes in the sublime character [of the divine]. (My
translation)

That Goethe did not despise the technique of parody also
becomes obvious in his remarks about the parodic method of
translating ("die parodistische Art des Ubersetzens”) in his

Noten und Abhandlungen zu besserem Verstdndnis des West-dst-

lichen Divans.® Parodic translation means a Kind of trans-
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lation that adapts the text that is to be translated to the
expectations of the envisaged audience.

Kiremidjian shows that in the nineteenth century parody
is one means of achieving a fusion between the polarities of
purity and vulgarity, and in the phrase "parallelism in op-

'

position, " which Goethe sometimes uses in its stead, "we have
Goethe’s perception of the unity and relatedness of nature
focused on the problem of parody. "7

Nietzsche first follows in Goethe'’s footsteps: 1in his
Juvenilia, he starts from a position favouring a type of
parody which does not demean the original while it is stil]
clearly related to it: "Parody is, for Nietzsche, primarily
an artistic mode of expression, the creative mode par excel-
lence."®® This position implies that every artistic act is a
parodic one reacting to earlier models, but also an active
one insofar as the parodist re-functions the past models he
parodies. This Nietzschean version of parodic refunctioning
underlies much of twentieth-century philosophy and literature
and becomes especially important in the contemporary styles

of postmodern writing.%®
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1.6. Twentieth Century

1.6.1. Early and Pre-Structuralist Theories

At the beginning of this century, theorists and prac-
ticians of parody mainly continue the more traditional work
of their nineteenth-century predecessors, without responding
to the Nietzschean innovations mentioned in the preceding
section. Most of the time, they see parody as a mode whose
critical characteristics are clearly secondary to its enter-
taining ones. Still, in his history of parody, George Kitchin
presents "burlesque as a serijous art, a long-established mode
of criticism, which is often far more incisive, and certainly
more economical than the heavy review to which the public has
been accustomed since the days of Dryden."’ For Kitchin,
though, since the seventeenth century parody has always come
down on the side of conservative respectability, reinforcing
the establishment. Concerning modern prose parody, however,
he adds that from Jane Austen to Bret Harte parodies have
also had a positive effect, 1if not for the parodied author,
then at least for the parodists learning the tricks of the
trade by emulating their forebears: "they attach themselves
mollusc-Tike to work of their predecessors,{which they pro-

ceed to demolish by means of parody."7
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1.6.2. Modernist Theories: Russian Formalism and Structural-

ism

Claude Abastado claims that only the structuralists of
the 1960s began to do serious research regarding the formal
relationships between imitated and imitating text in parody.
They drew parallels between parody and related phenomena such
as citation, cliché, stereotype, etc. in the context of stud-
ies of dialogism and intertextuality.’® Such a statement may
have been true enough for French structuralism, but other,
earlier "structuralists” such as the Russian Formalists had
already worked with the concepts of stylization and parody
since the 1920s. And seemingly 1independent of continental
structuralist theories, Anglo-Saxon scholars such as David
Kiremidjian had already analyzed parody as a means of liter-
ary development. Kiremidjian, for example, claims 1in 1964
that

During the past decades criticism has become
acutely aware of the importance of parody 1in the
general development of literary forms, principaily
those of the novel, in the first half of this cen-
tury. The simple passing of time has given us per-
spective on that general achievement, and the view
that parody is merely another means of devaluating
the objects of imitation, or of expressing the
ironies of past and present, can no longer be
maintained. The widespread presence of parody sug-
gests a greater importance in the very ways 1in
which the modern imagination and the modern sen-
sibility have been formed, and also suggests the
organic function it has had in the development of



New Versions 27
the primary modes of expression for perhaps the
past one hundred years.’®

David Baguley has shown that even earlier texts, which we
would normally see as the precursors of those mentioned by
Abastado and Kiremidjian, are affected by parodic tendencies.
They are not at all cut off from "the process of generic
development for which parody, in some form or other, as the
Russian Formalists have shown, provides an important motive
force, whether as a factor consolidating tradition (...) or
as an agent of change..."™ Parody in a wider sense is also
seen by Harry Levin and others to be active as an underlying
structural principle in the works of Joyce and Eliot.’®
Among the Russian Formalists, Viktor Shklovsky and Jurij
Tynjanov--following in the footsteps of such mechanistic
theories of 1iterature as Bergson’s’®--are those most con-

cerned with questions of parody. Discussing Tristram Shandy

in his Teorija prozy, Shklovsky declares this parodic novel

to be "the most typical nove] in world literature."7? Parody
for him is a timeless mechanism that “"effect[s] the changes
in a given tradition by dismantling and recycling prominent
literary models."78

While Shklovsky views parody as a destructive mechanism,
Tynjanov points to its constructive features.” Tynjanov is
the first to see the transforming mechanisms of parody and
stylization as important elements in generic change and 1it-

erary evolution. One of his best-known examples of a parodic
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relationship between a writer and his successor is given in
his essay on Dostoevsky and Gogol, which studies the rela-

tionship between Dostoevsky’s The Manor of Stepanchikovo and

Gogol’s Correspondence with Friends.® Tynjanov later expands
his findings about parody into a theory of literary history
and evolution.®' According to Karrer, “As far as adequacy of
description and explication is concerned, Tynjanov'’s theory
of Titerary evolution is the best result that research 1in
parody has so far produced. " For Tynjanov, literature is a
system composed of three classes of series~-literary, extra-
literary, and social. Parody, as one of the literary series,
is influenced by its relations to other literary elements as
well as by its relations to the two other classes of series,®
Among the most important formal aspects of parodies, Tynjanov
counts the incongruity between their elements and the mecha-
nization of narrative processes.?

The ideas of the Russian Formalists are criticized and
further developed by the Russian scholar Mikhail Bakhtin in
his theories of dialogism. Whereas ancient genres such as the
epic had been dominated by a single unifying perspective,
modern societies can no longer produce such a coherent worild
view or corresponding literary works of art. The monological
style is typical of societies and eras in whjch one point of
view or ideology is clearly dominant. One.way of reacting

against the coherent perspective and world view of a tradi-
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tional monological text is to parody them. Such multi~voiced
texts parodying older ones which have become stylized and
stilted were in Roman times satire and, later on, Menippean
satire. Bakhtin also mentions the rich parodic literature of
the Middle Ages appropriating religious texts for secular
purposes. As part of his work on the novel, Bakhtin extends
his research on the function of parody and stylization in
generic change. For him, the novel is the dialogic genre par
excellence, going beyond the univocal, monological style of
writing that dominated older genres such as the epic:
The novel parodies other genres (precisely in their
role as genres); it exposes the conventionality of
their forms and their language; it squeezes out
some genres and incorporates others into its own
peculiar structure, reformulating and re-accentua-
ting them,?8
Within the novel, the language of which Bakhtin sees as
"a system of languages that mutually and 1deo]ogica1]y in-
teranimate each other, "8 parody is a method of introducing
and quoting earlier texts, of 1in fact starting a dialogue
with older or foreign ways of seeing things. In Bakhtin’s

words,

the author may ... make use of someone else’s dis-
course for his own purposes, by inserting a new
semantic intention into a discourse which already
has, and which retains, an intention of its own....
Parodying discourse is of this type, as are styl-
ization and stylized skaz.®?

It 1is important to note the differentiation between
imitative stylization and more controversial parody that

Bakhtin introduces in his book on Dostoevsky : 88
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[In parody], as in stylization, the author again
speaks in someone else’s discourse, but in contrast
to stylization parody introduces into that dis-
course a semantic intention that is directly op-
posed to the original one. The second voice, once
having made its home 1in the other’s discourse,
clashes hostilely with its primordial host and
forces him to serve directly opposing aims. Dis-
course becomes an arena of battle between two
voices. In parody, therefore, there cannot be that
fusion of voices possible 1in stylization or in the
narration of a narrator.... Moreover, parodistic
discourse itself may be used in various ways by the
author: the parody may be an end in itself (for
example, literary parody as a genre), but it may
also serve to further other positive goals (Ari-
osto’s parodic style, for example, or Pushkin’s).
But in all possible varieties of parodistic dis-
course the relationship between the author’s and
the other person’s aspirations remains the same:
these aspirations pull in different directions, 1in
contrast to the unidirectional aspirations of styl-
ization, narrated story, and analogous forms.®

Bakhtin’s theory of dialogism here takes up and recycles
the older theories of parody and makes them useful in the
context of studies of the novel. He qualifies his point of
view, however, as far as modern parodies are concerned. What
was true for medieval parodies no longer applies to contem-
porary parodic practice:
[Olne must not transfer contemporary concepts of
parodic discourse onto medieval parody (as one also
must not do with ancient parody). In modern times
the functions of parody are narrow and unproduc-
tive. Parody has grown sickly, its place in modern
Titerature is insignificant.%

As this study intends to show, parody has in fact recovered--

if it ever had to--from its narrowness and unproductiveness,

and it plays an important and invigorating role in modern and
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postmodern novels.?!

Parody in the extreme sense develops into carnival, an
"authorized transgression of norms, "%2 g “"temporary liberation
from the prevailing truth,” and "the feast of becoming,
change, and renewal":9%

A second life, a second world of folk culture 1is
thus constructed; it is to a certain extent a par-
ody of the extracarnival 1ife, a "world inside
out.” We must stress, however, that the carnival is
far distant from the negative and formal parody of
modern times. Folk humor denies, but it revives and
renews at the same time. Bare negation is complete-
ly alien to folk culture.®
Such a transgression of norms may also be seen as a step
towards the expansion of literary possibilities, as an ele-
ment of literary evolution, but through its very temporari-
ness it is also open to Roland Barthes’ criticism of being
“une parole classique, "% a type of discourse that has forever
renounced its hope of being able to contribute to the further
development of literature and/or society. Bakhtin’s mention
of the principle of carnival, of authorized transgression,
thus has become one of the cruces of Bakhtinian interpreta-
tions: "the paradox of parody."

Even though Bakhtin stresses its positive aspects, car-
nival as authorized but temporary transgression can be in-
terpreted as a conservative as well as a progressive method,

and it shows the two faces of parody 1in a clear light: "The

presupposition of both a law and its transgression bifurcates
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the impulse of parody: it can be normative and conservative,

or it can be provocative and revolutionary. "%

1

. 6.

3.

Postmodernism and Poststructuralism

Peut-étre caractérise-t-elle, dans
son essence, 1’écriture moderne ou
des fragments figés de discours et
des "topoi", pergus en filigrane,
organisent 1’ceuvre comme Tlieu de
tensions, s’y réfractent et s’y
déforment, 1’ouvrent sur la totalité
culturelle et la font finalement
éclater?9’

The affinity of parody and postmod-
ernism lies in their common strategy
of revision, a rereading of the
authorised texts which turns aill
texts into pretexts.98

Bakhtin’s works on parodic novelistic discourse were

written during the 1920s and grew out of the ideas of Russian

Formalism. When they were received by Western literary theo-

rists through the mediation of Eastern Europeans such as

Tzvetan Todorov and Julia Kristeva, the epistemologies un-

derlying literary criticism had changed, and thus these ideas

were integrated into theories of French structuralism and

poststructuralism. It was Julia Kristeva who introduced the

term intertextuality in her 1966 essay "Le mot, le dialogue
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et le roman” 1in order to translate the ideas of Bakhtinian
dialogism.% 1In fact, the second term is more or Jess only
Julia Kristeva’s translation of the first one. According to
Leon S. Roudiez, this term “"has nothing to do with matters of
influence by one writer upon another, or with the sources of
a literary work; it does, on the other hand, involve the

components of a textual system such as the novel, for 1in-

stance. "' stil11, Kristeva argues that

any text is constructed as a mosaic of quotations;
any text is the absorption and transformation of
another. The notion of intertextuality replaces
that of intersubjectivity, and poetic language 1is
read as at least double, 10

In Kristeva’s view, "Bakhtin considers writing as a reading
of the anterior literary corpus and the text as an absorption
of and a reply to another text."' In the same way that
Bakhtin saw parody--especially in 1its modern form--as a
somewhat marginal strategy of dialogism, because the second
perspective is subjected to the narrator’s point of view,
Kristeva does not value it very highly. She obviously does
not think much of “the pseudo-transgression evident in a
certain modern ’erotic’ and parodic literature, "103 Still, her
successors who further developed the concept of intertextual-
ity almost always see parody as one of the intertextual
modes. Most of them would agree with Laurent Jenny: "Mais, si
la parodie est toujours intertextuelie, 1’intertextualité ne

se reéduit pas a la parodie. "104
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Poststructuralist and intertextual methods of interpre-
tation are of course applicable to any kind of literature,
but they do lend themselves especially to the interpretation
of contemporary and postmodernist Tliterature. Postmodern
novels frequently use techniques that Linda Hutcheon and
others have called “narcissistic narrative"” or metafiction.
David Kiremidjian describes the mirroring effect 1in litera-
ture in the following way:

Modern art in particular will often tend to reveal
how distinct areas of experience which seem anti-
thetical on the basis of one set of conventions are
in fact identical, and the fundamental character of
the insight which art affords into the nature of
things depends upon making antitheses collapse into
one  basic vision. It might be said further that
art, precisely when it produces 1its finest and
subtlest effects ... will do so on the basis of its
own literal being.1%

Parody certainly is a metafictional technique of textual
self-mimesis; by definition, it is always metafictional in
the sense that parody--whatever its purpose--is based on a
primary text rather than (or in addition to being based) on
real life. Margaret Rose has dedicated a whole book to this
type of parody, but one should not restrict the range of
parody to that of metafiction. Parody can also have many
functions that go much further. Rose shows that metafictional
parody has among others the "heuristic function" of changing

the reader’s horizon of expectation “"while also serving the

author in the task of freeing himself from earlier
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models..." "% while the ultimate example of such a parodic

metafiction is the mise en abyme which leads the reader and

the text into an aporia and a dead end, parodies as under-
stood in the context of this study must be able to be more
productive and to support generic change.

Linda Badley has a similar view of the function of post-
modern parody, when she suggests that "parody has ceased to
be a sub-genre of satire and become something else.” As we
have seen, to define the role of parody as that of a genre or
a subgenre is already an overly strong restriction of a more
general technique, whereas parody has always been what Badley
takes postmodern parody to be: "a mode in its own right, one
that now merges with and often--in ‘metafiction’--transcends
and subsumes the genre of which it was once subordinate, "197
There are even critics of postmodern literature who go so far
as to see a new mode of parody--destructive parody--in such

works as Beckett’s The Unnameable, where all literary conven-

tions are dismantiled. 108
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1.7. Parody: A Working Definition for Contemporary Texts

As has become obvious in the course of this historical
overview of the development of the concept of parody, the
older definitions of the term have been resurrected by recent
theorists and put to new uses in their discussions of contem-
porary literature. As Wolfgang Karrer shows impressively in
his work on parody, travesty, and pastiche, the premises upon
which the differentiation between these three is based have
been extremely unstable 1in literary history and from one
critic to the next; parody, travesty, and pastiche might be
more reliably viewed as specialized cases of a more general,
global term of parody.' Parody in its turn is now generally
seen as one of the types of intertextuality, which in itself
has become one of the main concepts of contemporary literary
theory. Many theorists of intertextuality have redefined the
notion of the personal authorship of a text. They see a text
as the confluence of many different textual influences, and
they no longer accept the concept of authorial intention, an
idea that is material, however, for a fruitful discussion of
parody, at 1least at the stage of the (re)creation of
parody.'® As Michel Deguy points out,

Une intentionalité serait radica]eva la parodie, et
son intention se diviserait en deux: 1’une serait
impitoyablement moqueuse et a Jla limite auto-
destructrice, 1’autre serait pitoyablement tendre

et ressortirait a4 1’esprit de la comédie-~-bien dis-
tincte du théatre de 1’absurde.!!
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In this context, the distinction that Karlheinz Stierle

makes between produktionsédsthetische and rezeptionsidstheti~

sche intertextuality is a helpful one. Stierle insists on the
importance of intention 1in the former type.''?2 Without a
writer’s intention to take a text and re-write it, no second-
ary text can be created, and without his or her intention to
make a text do different things or to do things differently
than its predecessors, the secondary text will not have an
existence of its own.

It is another question whether the reader recognizes a
parody as such or not. Deguy argues that a parody cannot work
unless the imitated model is recognized by its addressees.!®
A new genre can only be born out of parody, however, when and
if the readers are no longer aware of the text’s parodic
existence or at least see more in it than Jjust another ver-
sion of a primary text. Hans Kuhn, for example, argues con-
vincingly that parodies gradually change their character in
the eyes of their readers. His example is that of Don Quixote
who to us is no longer just comic but rather touching and
dignified." Tynjanov, too, asks, "What happens if the second
lTevel [i.e., that of the parodied text] exists, perhaps even
in the form of a definite text, but has not penetrated into
[the reader’s] literary consciousness, was nhot recognized or
Just forgotten?"'® Furthermore, to complicate things, Clive

Thomson points out that in addition to readers’ not being
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aware of the parodic quality of a text, some works are read
as parodic although they were never intended that way.''® such
cases are certainly not that rare in new literatures, when
authors in colonies such as nineteenth-century Canada imitate
the Titerature of the cultural centres. Here, the intention
at the outset is not a parodic one--in fact the original
intention 1is that of pure imitation or emulation--and for
this reason, this type of 1nadvertent parody will not form a
major part of this study.

Several recent articles on parody gathered in a special

issue of Etudes Jlittéraires seem to agree that, as the

editor, Jean-Jacques Hamm, writes 1in his introduction, par-
odic intention has given way to "des stratégies textuelles et
a des pratiques de lecture s’appuyant sur un corpus critique
contemporain dont le lecteur informé reconnaitra Jles
figures.""7 But unless one wants to define the author of a
text as a complete product of outside influences (in Russian
Formalism: series), it seems that--even if a written text is
nothing but a writer’s reaction to so and so many pre-texts—-
there exists a writing and re-forming subject somewhere in
the process of the production of a parody.

It is true that if we recognize a parody, this has an
effect on our reading of the original; we will never be able
to return to the parodied text and read it in the same

"naive” way in which we read it when we did not know the
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parody. Anthony Wall calls this effect parodic glue or colle
parodigue. He shows that parody 1is not a transparent mechan-
ism:
elle implique plutdt un processus sémiotique qui a
comme conséquence 1’impossibilité de retourner
naivement en arriére a la recherche d’une origine
perdue. Car 1a parodie, telle que nous 1la voyons,
n’est pas le résultat d’un processus annulable. 118
This effect of a revaituation of literary tradition, of seeing
older (or hypo-)texts in a new way because the new or (hy-~
per-)text has changed our perspective is true also for texts
that we do not normally see in a parodic context, and one may
for example construe and continue the parodic line mentioned
above (section 1.1) from Homer through Virgil, oOvid,
Boccaccio, Chaucer, and Spenser to Shakespeare, or another

one from Hesiod through Homer and Ovid to Milton. David

Lodge’s character Persse McGarrigle 1in Small World may not

have been so wrong in pretending to have written a thesis on
T.S. Eliot’s influence on Shakespeare.''% Margaret Rose in her
pragmatic approach to parody sees this revisionary aspect as
an expression of what she calls the "parodistic episteme":

In focusing on problems specifically associated
with the interpretation of texts, and on the role
of the reader outside the text [i.e., Stierle’s
rezeptionsdsthetische 1ntertextua1ity], as well as
on the role of the parodist as reader of the text
parodied [Stierle’s produktionsédsthetische inter-
textuality], the parodist raises questions about
the role of the reception of literary texts played
in both the formation of the author’s expectations
of the reader and of theirs for his work, 120
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The perspectives of reception and production aesthetics
Tink the theory of parody also with Harold Bloom’s concept of
creative misprision and misreading, especially with the tech~
nique that he calls clinamen and which “"appears as a correc-
tive movement in [a poet’s] own poem, which implies that the
precursor poem went accurately up to a certain point, but
then should have swerved, precisely in the direction that the
new poem moves."'?' Wwhen Bloom mentions Milton’s capability of
ingesting his precursors, this may be seen as Just another
perspective on the parodic 1line culminating in Milton’s
work, 122

While studies such as Wall’s and Rose’s clearly show
that the mechanism of parody is far too complicated and com-
plex to remain transparent or reversible, this does not mean
that it is not a mechanism. In opposition to Wall’s claim
that "dans la conception mécaniste de la parodie, la vérité
est toujours la main-mise de T’hypotexte, "% I would say that
the important feature is rather the parodic process itself,
the change that the parodied text undergoes in becoming the
parody. During this process, as Wolfgang Karrer points out,
not only the elements that are substituted by others are
responsible for the new semantic aspect of the parody, but
also the elements that are held over from the original text

change their function and meaning. 124
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A definition like Erwin Rotermund’s seems to be a useful
one in the context of the above discussion, if one disregards
the restriction to humorous texts, which Rotermund does not

hold to be mandatory either:

A parody 1is a work of literature that takes over
formal and stylistic elements, and often even its
subject matter, from another work of any genre, and
then partially modifies the borrowed elements 1in
such a way that a clear and often comical discrep-
ancy arises between the single layers of its tex-
tual structure. (My translation)'?s

Verweyven and Witting’s definition comes even closer to the
view of parody as a mode:

A definition of the parodic mode of writing as a
specific method of textual modification that by
principle refers back to a pre-text in a non-af-
firmative manner but is not a priori definable as
either innovative--let alone emancipatory--or
clearly destructive in its function seems to de-
scribe the role of parody in 1literary evolution
more adequately than the explanations of Russian
Formalism and other theories inspired by it. (My
translation)26

Margaret Rose’s definition is quite concise and stresses
the integrative function of parody--"the critical re-
functioning of preformed literary material with comic
effect"--although she insists on the humorous character of

parody. She explains that

By incorporating parts of the target text into the
parody in a way which preserves the balance of
dependence and independence between the texts, the
parodist can both ensure the closeness to his tar-
get necessary for an accurate firing of his arrows
of satire, and preserve the essential features of
the target which will make the parody outlive the
demise of the target’s readership.'?’
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Following along the same 1ines as Rose, the Canadian
Linda Hutcheon has developed a pragmatic theory of parody
that combines structuralist influences with the Russian For-
malists’ ideas of parody as a means of literary evolution and
the pragmatic aspects of the tamer versions of intertextuali-
ty.'?8 ghe surpasses Rose’s approach 1in going beyond metafic-
tional parody, which she had already dealt with in the con-
text of an earlier book,'?® to view parody as a pervasive ele-
ment in most twentieth-century art forms. Furthermore, as the
title of an earlier essay--"Parody Without Ridicule”'30——~ingi-
cates, she does not--as Rose had still done--restrict her
definition of parody to humorous contexts. In its most gener-
al formulation, Hutcheon’s definition of parody is "imitation
characterized by ironic inversion"” or--in other words--"re-
petition with critical difference”:™! "parodic art both devi-
ates from an aesthetic norm and includes that norm within
itself as backgrounded material."'3 what Margaret Rose called
refunctioning 1is now referred to as trans-contextualiza-
tion.' As Hutcheon points out, parody’s precursor in lite-
rary history was Renaissance imitation, whose similarity to
parodic strategies has already been pointed out, 34

One of the drawbacks of Hutcheon'’s theory of parody as
a genre 1is her reliance on purely semantic and pragmatic
relationships between two texts, so that, except for a rather

vague reference to the ironic character of these re-
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lTationships, "there will be no systematic analysis of tech-
niques of parody."'® It is true that such systematic analyses
can become very tedious without providing much insight, but
on the other hand a reference to some basic techniques might

be useful,.

While this study centres on the structural relation-
ship between parodied and parodying texts, it restricts its
corpus to works from one country, in fact to works from only
one of this country’s two literatures. It thus has to take
into account the pragmatic aspects that theorists such as
Margaret Rose mention 1in their theoretical works. As Rose
points out, one can distinguish between ironic parody, which
reacts against earlier 1literary conventions, and satiric
parody, which attacks persons or ideas, 138 Reflecting the
distinction Tynjanov made between lTiterary and extraliterary
series, Rose’s distinction picks up the traditional one made
by critics such as John A. Yunck between stylistic and ex-
emplary parody:

Both Stylistic and Exemplary Parody, then, imitate,
usually humorously or ironically, the style, man-
ner, and sometimes the ideas of an established text
or author. The difference between them is this:
Stylistic Parody, by applying this stylie and manner
to a trivial or absurd subject, thereby mocks the
author of the original text. Exemplary Parody,
imitating a respected or authoritative text 1in
applying its style to a degraded or disreputable

subject, mocks the subject in the light of the
ideals of the parodied text. '3
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Linda Hutcheon stresses the fact that a parody’s "target"”
text is always another work of art, and that social and moral
criticism is the realm of satire. For her, parody uses irony
on a structural Tevel, whereas satire uses it on a pragmatic
one.’® Hutcheon is certainly right when she states that both
satire and parody make use of irony as a “"rhetorical stra-
tegy. "' But in fact neither Rose nor Yunck makes the mistake
of confusing the two, because Rose’s satiric parody as well
as Yunck’s exemplary parody can be said to make use of what
Hutcheon calls parody’s "ideological or even social implica-
tions, "140
However, as indicated earlier on, parody as I see it is
a rhetorical strategy in its own right rather than a genre.
After all, this view of parody as a mode or trope does not
differ that much from Hutcheon’s, since she herself states
that
...7rony can be seen to operate on a microcosmic
(semantic) level in the same way that parody does
on a macrocosmic (textual) level, because parody
too is a marking of difference, also by means of
superimposition (this time, of textual rather than
of semantic contexts). Both trope [i.e., irony] and
genre [i.e., parody], therefore, combine difference
and synthesis, otherness and incorporation. 4
One might wonder, then, whether it is really necessary to
have two terms for the same structural relationship on two
differént textual levels. One may answer this question by

"re-functionalizing" the distinction that Hutcheon had made

between parody and satire: irony stands for a structural
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relationship, and parody imbeds this structural relationship

in a pragmatic context.

Parody, to conclude, is a mode of literary reception and
adaptation of traditional texts by writers who feel them-
selves to be in a situation in which the old text cannot or
should not be seen--at least not exclusively--in the general-
ly accepted way any longer. The parodist includes the old
text in a new context or frame that incorporates it (and its
narrative "energy" that the old forms brings with it) in a
new perspective. The parodied text 1is in a way “taken
hostage” by the parodist and is only allowed to return to
freedom if it contributes to the parodist’s objectives.
Still, this incorporation of the older text into the new one
often leaves its traces in the new product. Parody is hardly
ever a Bakhtinian stylization, in which the new text is com-
pletely under the new harrator’s control. More often than
not, the dialogue continues within the dialogic text, so that
one may say that in general, parody means a general distanc-
ing process from the original directedness of the parodied
text: a sense of difference in repetition.

Such a parodic difference 1in repetition 1is--as this
study will show--of special importance in the context of the
new literatures 1in English that have to define their own

stances in opposition to a strong literary tradition stemming
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from the British Isles. The Canadian case offers a fascinat-
ing example of the revising and incorporating parodic strate-
gies employed in a hew literature situated, as T.D. MacLulich

formulates it in his book title Between Europe and America, 142

a literature that 1is influenced by even two strong national
literatures--English and American--and many pervasive inter-
national movements. These influences, which were or are often
accompanied by extraliterary and extra-cultural--political
and economic-~-pressures have to be adapted to the new, Cana-
dian, environment. Literary models may be 1imitated or emu-
lated, experiences may be repeated in a new country and a new
literature defining their independence, but they have to be

repeated with a difference, if not with a vengeance,
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2. Parodies of History
2.1. Parody in the Context of Canadian Literary History

While parody may be defined as a literary mode which
younger writers can use in order to define their own position
in opposition to accepted tradition, the application of such
an approach to Canadian literature still has to be Justified.
The Russian Formalists’ interpretation of literature as an
evolutionary series in which parody plays a major role has
come in for criticism by those theorists who do not know that
the Formalist system includes other classes of series--ex-
traliterary and social--than just the literary one, and that
these series influence each other. The study of a literature
always has to take all the different classes of series into
account, and of course the same 1is true of the study of
Canadian Tliterature in English. The probiem wifh Canadian
literary criticism up to the 1970s has been, though, that it
relied too much on the other series and not enough on the
lTiterary one that concentrates on the Titerariness (the
feature of writing in which the Formalists were primarily
interested) of Canadian writing.

The focus of this study on parodic structures in Canadian
literature can be justified by Canada’s cultural situation as
a young country that shares the Jlanguage of many other
countries, but especially that of historically dominant

England. In the realms of politics and commerce (as well as
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on the publishing market) England’s former position as the
centre of an Empire has been taken over by an overwhelmingly
strong United States. In this sense, Canadian literature can
be grouped with the “new literatures in English” of other
Commonwealth countries struggling for their own cultural and
political sovereignty. A somewhat similar situation with
regard to French-language literature exists between Quebec and
France.' Research into the comparable situation (with respect
to Germany) of Austria has shown that parody is a means of
counteracting a feeling of overly strong dependence on the
overpowering neighbour.? The important role of parody in the
Latin American 1literatures has also been pointed out by
critics such as Severo Sarduy® and Jean Franco. According to
Mary Louise Pratt, Franco focuses on the element of parody and
self-parody in marginal literatures, such as in the case of
Latin American literature:
Franco examines the way Latin American novels
redeploy materials from the European bourgeois
tradition 1in what she calls a carnivalesque way,
that is, in a way that transforms or inverts value,
hierarchy, and significance.*
Pratt claims that these tendencies inherent in Latin American
literature have their parodic counterparts in Canada, and she
refers to examples such as Marian Engel’s Bear and Atwood’s

Lady Oracle. Lornha Irvine, too, insists that .

For Canadians, this "experience of both partici-
pating 1in and standing outside” the language of
their own country which, in its turn, dramatically
reflects colonijal positions toward dominating
countries 1like England, France, and the United
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States, influences, 1in idiosyncratic ways, the
metaphors and structures of their literature.?

In this context, it would not necessarily be helpful to
restrict one’s analysis of parodic structures in Canadian
Titerature 1in the same way that Linda Hutcheon does in her
approach. She is not 1interested in "how the social and
psychological interact with the established intention,
attitude, and competence of either actual addresser or

receiver."” Instead, at least in her earlier studies, "It is
only the encoded intention, as inferred by the receiver as
decoder, that will be dealt with here."® If there are distinct
ways in which Canadian novels parody their models, the social
and psychological background of the encoder will have to be
taken into account, even though it will not take as important

a role as it has taken in other studies of a more thematic

kind.



Parodies of History 61

2.2. Parody and the Historical Nove]l

In Canadian l1iterature, as in any other literature that
is not cut off from international cultural life, the pos-
sibilities of and material for lTiterary parody are of course
unlimited, and as the reception of Latin American models by
such Canadian novelists as Robert Kroetsch, Jack Hodgins, and
others has shown, new trends are taken up wherever they may
come from.

In order to narrow down the range of texts under con-
sideration here, I will concentrate on works belonging to a
genre which Linda Hutcheon chose as representative in her A

Poetics of Postmodernism,’” and which--pace George Woodcock'’s

differing point of view at the end of the 1970s®--has also
been called an "important tradition of Canadian fiction":? the
historical novel.' Historical writing in Canada, even what we
would nowadays normally refer to as non-fiction, was--as the
Canadian historian Carl Berger has shown--"generally regarded
as an especially instructive branch of literature."'' Helen
Tiffin has identified the use of history as an important
aspect of post-colonial literatures, and she underlined its
“unique role as literary genesis. "2 In Canada, this field has
been covered by critics such as Ronald Hatch, Tom Marshall,
and Dennis Duffy (who, unfortunately, distances himself from

any attempts at integrating his findings into a theoretical
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framework). As Hutcheon and Duffy have pointed out, there has
been "a rebirth of the historical novel in Canada"' in recent
years, and the authors often mentioned in this context are
Rudy Wiebe, Chris Scott, Timothy Findley, Graeme Gibson, and
others. But as none of these critics--with the exception of

Hutcheon in A Poetics of Postmodernism-—-have clearly defined

what the term historical novel means for them, we have to go
back to preceding scholars in order to arrive at a working
definition, even though the problem of defining historical
novels as such is not at the centre of interest here, '
While the existence of such a genre as the historical
novel is too obvious to be denied, even those who write about
this literary phenomenon are often hard pressed for a clear-
cut definition. Scott’s Waveriey novels have always been
generally accepted models, and in the nineteenth century,
historical romances emulating this type were very popular. In
Canada, many of the surviving Canadian texts from the last
century belong in fact to this genre.' While the historical
romance is still one of the most successful genres on the
lTiterary scene, as Kenneth Hugh Mclean points out in his
dissertation,'® it is nowadays overshadowed by other types of
historical fiction. More and more critics agree that George
Lukacs’ concept of the realist historical novel put forth in

his The Historical Novel is too narrowly based on Scott’s

novels. It is no longer usable in the context of twentieth-
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century literature, but comprehensive and generally accepted
theories of historical fiction are scarce. Most of the general
books and overviews on the subject deal with rather tradition-
al nineteenth-century examples and stop short of the contem-
porary novel, even studies published in the 1980s such as
Ewald Mengel’s recent German essay.' This is unfortunate,
because, as David Cowart points out, there is an "increasing
prominence of historical themes in current fiction":

Produced by writers sensitive to the lateness of the
historical hour and capable of exploiting technical
innovations 1in the novel, this new historical
fiction seems to differ from that of calmer times.
A sense of urgency--sometimes even an air of
desperation-—-pervades the historical novel since
mid-century, for 1its author probes the past to
account for a present that grows increasingly
chaotic. 8

As far as content and function of historical novels are
concerned, some of the “postulates” about novels and his-
torical novels that Murray Baumgarten lists in a 1975 essay

in Clio may be helpful 1in our context:

3. Novels are conditioned by history; individualily
as well as collectively, they also function as one
of the conditions that makes it possible to compre-
hend history. Like historiography novels exist as
part of a (linguistic) force-field in a constant
state of revision....

5. Historical novels raise the question of con-
sciousness and value at the intersection of public
and private realms in a unique way because they
explore the possible unities of a discourse hinged
upon temporal experience. They ask: how 1is it
possible to speak of and in the worid?

6. To interpret historical novels is to bear witness
to the value of struggling to make as well as grasp
meanings in and of a contingent realm.'®



Parodies of History 64

Such a definition would also accept those novels that deal
with historically conditioned problems in the contemporary
world as being historical ones, so that here one of the basic
ingredients of a historical novel, the distance in time, might
be replaced by social or geographical distance, as long as the
social or geographical differences imply that we deal with
societies or groups at different stages of their historicail
development. This definition would be similar to the pragmatic
one given by David Cowart:
I myself prefer to define historica] fiction simply
and broadly as fiction in which the past figures
with some prominence. Such fiction does not require
historical personages or events (...), nor does it
have to be set at some specified remove in time.
Thus I count as historical fiction any novel 1in
which a historical consciousness manifests itself
strongly 1in either the characters or the action,?0
For a Tong time, critics based their conception of the
historical novel on a common sense model of history and his-
toriography relying on the assumption that it was possible to
represent historical events exactly as they happened.?' In the
wake of Collingwood’s theories, however, it has become a
generally accepted notion that the historian--at least the
historian who still intends to write a narrative history--uses
at least some of the subjective methods of historical recon-
struction that were long thought to be admissible only in the
novelist’s reaim.??2 As Avrom Fleishman puts it,
Both the novelist and the historian are trying to

find meaning 1in otherwise meaningless data, to
rethink and complete the rationale of covert and
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often duplicitous behavior, to reconstruct the nexus
of past actions.?3

Such an approach to historical works is based on what Bernard
Bergonzi says was onhce a generally accepted notion and what
Berger had also stated about the writing of Canadian history,
i.e., that "historiography was a form of literature."?® The
paraliels between history and fiction and the development of
theories of history and historiography up to "L’entrecroise-
ment de 1’histoire et de la fiction,"?® with its fictionaliza-
tion of history and 1its historicization of fiction, are

magisterially discussed in Paul Ricoeur’s Temps et récit,

especially in the section entitled "L’histoire et le récit, "28

Although Ricoeur does not fully agree with him, the
American Hayden White is one of the most important thinkers
in this field. White’s concept of metahistory picks up an
earlier distinction made by Northrop Frye in his-essay “"New
Directions from 01d," when the Canadian scholar distinguishes
in an Aristotelian manner between the tasks of the historian,
who refers to an external model in his writing and "is judged
by the adequacy with which his words reproduce that model, "
and of the poet, who "has no external model for his imitation,
and is judged by the integrity or consistency of his verbal
structure."?” Frye admits, as White does more forcefully later
on, that in both cases we are dealing with a text on the page,
and he also admits that there are close affinities between the

styles of historical and fictional writing:
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We notice that when a historian’s scheme gets
to a certain point of comprehensiveness it becomes
mythical in shape, and so approaches the poetic in
its structure.?28

In his own writings on the writing of history, i.e.,
metahistory,?® Hayden White goes much further than Frye.
Referring distinctly to the Canadian as his predecessor, he
emphasizes the 1importance of the textual character of both
historical and fictional writing. In his controversial
theories on historiography, it is his method

to consider historical narratives as what they most
manifestly are--verbal fictions, the contents of
which are as much invented as found and the forms
of which have more in common with their counterparts
in literature than they have with those 1in the
sciences.?3°
Linda Hutcheon clearly points out that such a reference to
historical facts as verbal fictions does not mean that these
facts never existed. In her essay "History and/as Intertext,"”
she also points out that 1in contemporary metafictional
historiographic novels the interplay between fiction and
history is of central importance:
"Facts” versus "events”: how language hooks onto
reality. The questions rajsed by historiographic
metafiction regarding reference in language (fictive
or ordinary) are similar to those raised by theore-
tical discourse today.3! '
And she continues,
My point 1is that historiographic metafiction’s
complex referential situation does not seem to be

covered by any of the theories of reference offered
in today’s theoretical discourse,.??
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Our situation is, however, that "We cannot know the past
except through its texts: its documents, its evidence, even
its eye-witness accounts are texts."®® This is not the place
to go further 1into the epistemological and philosophical
questions of reference,® of the relationship between words and
things, historiographical text and historical fact. As this
study is interested in the relationship between texts, i.e.,
historical novels and their underlying subtexts, and not so
much in the relationship between these subtexts and the
reality they pretend to represent, questions concerning the
philosophy of history do not enter its realm.

Although they are based on historical facts, historiog-
raphic texts follow the same generic rules as other kinds of
writing and are formed according to certain strategies of what

White calls emplotment: such strategies are for example the

suppression, subordination or highlighting of certain ele-

ments:

The events are made into a story by the suppression
or subordination of certain of them and the high-
Tighting of others, by characterization, motific
repetition, variation of tone and point of view,
alternative descriptive strategies, and the like--
in short, all of the techniques that we would

normally expect to find in the emplotment of a novel
or a play.35

White generally differentiates between four modes which the
emplotment can follow: romance, comedy, tragedy, and satire.3S
In his later writings, he points out that the form of "narra-

tivization" chosen by a historiographer implies a



Parodies of History 68

conceptual or pseudoconceptual "content" which, when
used to represent real events, endows them with an
illusory coherence and charges them with the Kinds
of meanings more characteristic of oneiric than of
waking thought.?’

T.D. MacLulich 1is the first critic who applied white’s
theories of historiography to Canadian literature and
especially to early exploration reports, which--as he shows-—-
can be interpreted as the Canadian counterpart of early
European historiography. In his essay "Hearne, Cook, and the
Exploration Narrative,"” he stresses to what extent the early
exploration narratives form a genre of their own and--as in
the case of Hearne’s report--are "shaped by hitherto unrecog-
nized literary influences."3 As he feels that exploration
accounts rarely fall into the modes of comedy and satire, and
that the other two terms, romance and tragedy, are not
suitable either, MacLulich redistributes the literary ter-
ritory covered by the Jlatter terms so that exploration
narratives “"are emplotted in one of three ways, either as
guests, as odysseys, or as ordeals."?® Quests are crowned by
a happy ending, while an ordeal ends in disaster. In odysseys,
the narrative concentrates more on the explorer’s environment
and personality than on the actual outcome of the expedition.

Even "scientific" Canadian historical texts often seem
to have such an especially strong slant towards the literary

realm. This 1is true of popular histories such as those of

Pierre Berton, but also of some of the writings of an eminent
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historian such as Donald Creighton, who is certainly the

Canadian historian most strongly influenced by 1literary

.

model1s.*® George Woodcock states, for example, that historians
like Creighton

remember that, for the ancients, history 1ike poetry
had its muse, and writers like Creighton recognized
the extent to which they were servants of Clio, not
merely by cultivating the art of writing so that the
best of their books could rank as literary master-
work, but also by shaping their accounts to draw a
grand pattern, a myth, out of the mass of hetero-
geneous facts.*

We clearly see that in Canadian historical literature,
as in any other kind of historical writing and as, in fact--
as the earlier sections of this study have shown--in almost
any kind of writing, there is a certain amount of re-writing
going on, a certain amount of what I have called parody. Based
on other structuralist theorists such as Michel Foucault,
Margaret Rose develops a similar model, 1in which she sees
parody as a positive mode of thinking and the historian as a
parodist:

While Tliterature has ironically found a new
authority for itself as history..., the historian
as parodist--as, that is, a self-critical archeolo-
gist of his own text--has today also taken on new
authority and fame in the world of literary texts
and structuralist historiography.... To the his-
torian aware of his or her role as parodist the
texts of history must moreover take on the form of
prefigured 1literary or fictional texts to be
deconstructed as such.*?

In the same way that medieval historians who went beyond the

writing of chronicles listing events had to "emplot"” the
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facts, highlighting some and suppressing others, in order to
arrive at a coherent narrative, the Canadian explorers had to
re-write their exploration reports if they wanted to present
them as reading material to a general public. And in a similar
manner the different schools of Canadian historiography had
to "empliot” facts in order to make them fit general theses of
metropolis and hinterland, progressive or conservative,
Laurentian or continental schools of Canadian history.* J.
Wilson Clark distinguishes between two totalily different and
incompatible schools of cCanadian historiography that find
their counterparts in literary criticism: pro-imperialist
mythical history vs. anti-imperialist class history.*

Among writers of fiction such as Hugh Hood, Rudy Wiebe,
Matt Cohen, Graeme Gibson, Timothy Findley, and Heather
Robertson, as Tom Marshall puts it,

It is perhaps indicative of the present stage
of our evolving literary culture that these writers
and others have been engaged in what may be termed
the "re-visioning” of Canadian history and charac-
ter--that is, each attempts to reveal to Canadians
a new or more "true" fictional version of our

collective past.45

This process of re-visioning is an expression of the

phenomenon that Helen Tiffin calls post-colonial counter-
discourse: "Post-colonial cultures are inevitably hybridised,
involving a dialectical relationship between European ontology
and epistemology and the impuise to create or recreate

independent local identity.”*® In this context, "the rereading
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and rewriting of the European historical and fictional record
are vital and inescapable tasks."*’

The rest of this study is interested 1in the range of
strategies of historijcal re-visioning, 1in the Kkinds of
"frames"*® through which history 1is viewed, that can be
ascertained in contemporary novels. The authors chosen
represent three different schools of writing: Timothy Findley,
the modernist or modernistically influenced; George Bowering,
the playfulily postmodern; and Margaret Atwood, the feminist.

Although the main focus of this study is not on taxonomic
questions regarding the historical novel, it is interesting
to see that the novels selected (two per author) do not only
represent different schools of writing, but that they also
cover most of the spectrum of the historical nove] that David
Cowart projects "with an eye to the mythic quaternities of
Blake, Jung, and Northrop Frye."*® His four rubrics are "The
Way It Was,” “"The Way It Will Be,"” "The Turning Point,"” and
“The Distant Mirror.” Two of the novels chosen here are
included by Cowart himself in his typology. Atwood’s The

Handmaid’s Tale 1is interpreted as a major example 1in the

second rubric of "fictions whose authors reverse history to

contemplate the future." Timothy Findley’s Famous Last Words

is included among the Turning Point fictions "whose authors
seek to pinpoint the precise historical moment when the modern

age or some prominent feature of it came into existence." A
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novel such as Bowering’s Burning Water straddles the 1line

between the first and the fourth rubrics: although it does not
really belong to the "fictions whose authors aspire purely or
largely to historical verisimilitude," it is only partly one
of the "fictions whose authors project the present into the
past."50

The rest of this chapter will concentrate on some of the
forerunners of contemporary historical novels, showing that

parodic structures have always existed in Canadian writing.
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2.3. Wacousta: From Factor to Syndrome

Judging by the standards of European or American his-
torical novels such as Scott’s or Cooper’s, Major John
Richardson’s Wacousta is not necessarily what one would call
a good book. Still, it is in their company that a critic such
as J.D. Logan places him at the beginning of this century,’
and doubtless Richardson would have thought this to be ap-
propriate, as he himself claimed to be “the first and only
writer of historical fiction the country has yet produced. "%?
At Teast the title Wacousta has reached mythical status in
Canadian Titerature studies: not only did Robin Mathews coin

the term Wacousta factor in an essay on Canadian literature;?5?

recently, Gaile McGregor based a whole book of Canadian
cultural criticism, of “"Explorations 1in the Canadian
Langscape,” on a pattern derived from the novel: the Wacousta
syndrome.®® And as this novel is an early native product, its
dependence on European and American models, more precisely its
reaction to foreign narrative patterns, is at the centre of
my interest. The obvious models to which it reacts and
features of which it integrates into the “Canadian” frame are
British historical romances such as Scott’s Waverley--as Eva-
Marie Krdller puts 1it, the “"matrix from which the authors
could develop a New World form of romance"%--and their

American counterparts such as Cooper’s The Last of the
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Mohicans and also Gothic novels such as Charles Brockden

Brown’s Edgar Huntly.

If we are to believe Walter Scott 1in his preface to
Waverley, another--and even an earlier--historical novel set
in Canada might have been written by his younger brother
Thomas, who thus “"would have made himself distinguished 1in
that striking field, in which, since that period, Mr. Cooper
has achieved so many triumphs." Even though this Scottian
historical romance never materialized, Wacousta fills this
gap: many of its features are reminiscent of Scott and also
of Scott’s romantic Highland retreats: according to Winnifred
Bogaards,

Anyone, whether historian or novelist, who wished
to write about any time 1in Canada’s past, was
automatically provided with the ’classic Scott
situation’ of two nations, two cultures in con-
flict.5 :

Indeed, the pre~history of Wacousta, the story of

Reginald Morton’s thwarted love for a young lady hidden away

in a Scottish locus amoenus, is a motif that might have come

straight from Waverley; in Carl F. Klinck’s words, it is
“stock material of Scottish romance in the age of Sir Walter
Scott."?® Waverley dealt with the events leading up to and
following the battle of Culloden, and 1in Wacousta, Clara
Beverley, the girl mentioned above, 1is the'daughter of a
“fugitive Jacobite father” who has withdrawn ffom active life

after the defeat.®® In Carole Gerson’s words,
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Richardson’s recourse to Scotland for the primary

impetus of a novel about the Pontiac conspiracy

demonstrates that in 1832 even a native-born

Canadian found it impossible to divorce the romantic

novel from its connection with Sir Walter Scott.8%°
The way the Scottish backgroﬁnd is 1integrated 1into the
Canadian narrative is a simple method of narrative framing,
one of the three ways 1in which--according to Jay Macpherson--
“the romantic novel can conveniently bring in other time
ranges"®: Reginald Morton (alias Wacousta), the disappointed
lover turned vengeful Indian tells the Scottish pre-history
of the novel’s main action as a first-person narrative within
the general third-person narrative of the novel. The effect
is that a European story is integrated into a Canadian one,
that it lives on not only in a foreign environment but also
in an unusual narrative contrast to the savage brutalities
committed by the once romantic lover. The European tradition
thus lives on, but its function is changed.®? Terry Goldie adds
another note to the Scottian aspect of Wacousta by pointing

out that

the Cornish heritage and Scottish experience of the
title figure make it possible for him to Jjoin the
Indians. He, 1ike Clara, his love from the Scottish
highlands, 1is asserted to be a child of nature,
perverted by the intrigues of their sophisticated
English friend, De Haldimar.®3

As mentioned above, Scott’s influence is not the only
important one in Richardson’s work, and Richardson--although
possibly the first Canadian adaptor or parodist of Scott--is

clearly not the first North American writer of historical
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novels. Among his predecessors 1in the field, and the most
important example of the depiction of the atrocities of the
Seven Years’ (or 1in this context rather: French and Indian)

War, was James Fenimore Cooper in his Leatherstocking novels,

above all The lLast of the Mohicans.® David R. Beasley

emphatically stresses Cooper’s influence on Richardson: "By

his own admission James Fenimore Cooper’s The Last of the

Mohicans was the Tightning bolt which turned him to the
writing of Wacousta."®® Even nineteenth-century reviews of
Wacousta such as L.E. Horning’s draw parallels between the two
novels. For example, Horning sees Cooper’s Cora and Alice
Munro as prototypes of Richardson’s Clara and Madeline
Beverley, %0

Wacousta and The Last of the Mohicans both show the Seven

Years’ War from the English side, but whereas Cooper has
Indians fighting on both sides, so that Magua’s evil character
ié balanced by the virtues of Chingachgook and Uncas, most of
Richardson’s Indians appear in a negative light. This seems
to be consonant with the traditional Canadian concepts of

survival and of the garrison mentality, especially as they are

1Tlustrated in Gaile McGregor’s recent theory of a Wacousta
syndrome in Canadian literature: Canadians--or here their
British predecessors--have to flee into the fort, because they
are threatened not only by the forces of natufe but also by

Indians unwilling to be absorbed into a European society
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(unless we define the Indians as Just one type of the evil
forces of nature). What such an interpretation does not take
into account is that the evil character of the Indians is
largely due to the influence of Wacousta--not for nothing the

phenomenon is called the Wacousta syndrome--who is not an

aborigine but an English nobleman in disguise. For this
reason, Beasley’s argument that Richardson’s "depiction of
Indian strategy and cunning is probably what keeps Richard-
son’s Indian from being romantic 1like Cooper’s"% does not
hold in this case. While many nineteenth-century writers such
as Susanhna Moodie have been accused of using 1inadequate
European metaphors in order to describe Canadian nature,
Richardson even goes so far as to turn Canadian Indians into
Europeans whose minds are easier to read than those of the
real natives.®® For these reasons, McGregor’s Wacousta
syndrome, while it may still be a valid concept, does not
really mean what it is supposed to mean in her book.

T.D. MacLulich also identifies Wacousta as "in some
measure a Canadian reply"” to Cooper, but he supports the point
made above about the evasion of a real confrontation with the
North American environment and peoples by making Richardson’s
“counterpart to Natty Bumppo”

not a true North American frontiersman but a
thoroughly European character--a Byronic hero. The
deepest conflict in Wacousta is the opposition
between the two European attitudes embodied in the

punctilious Colonel De Haldimar and the impetuous
Reginald Morton..,%°
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Morton’s alter ego, De Haldimar, tries to suppress the free-
ranging Byronic hero, but he can only do so at the cost of
his and two of his children’s deaths. The garrison turns from
a fruitful idyll into the beleaguered seat of barren incest
and death. Evenh the remaining son, Captain Frederick de
Haldimar, marries a cousin, so that his future marriage is
not wholly untainted by incestuous motives.

Marcia Kline thus has a point when she claims that "The
Scottian romance, the saga of man in his natural environment,
could not be recast to explain Canadian development."’ For
her, Richardson’s failure in writing a Canadian romance in a
truly Scottian vein proves the impossibility of writing this
romance without "probing a kind of evil that is altogether out
of place in an orthodox romance." T.D. MaclLulich, too,
questions the viability and truthfulness of a European type
of historical romance in North America:

The work of several nineteenth-century historical
romancers clearly illustrates the difficulties that
early Canadian authors encounter when they try to
adapt the European literary tradition to a new worild
social environment. During much of the nineteenth
century, Canadian authors treat the North American
setting of their historical tales merely as a kKind
of exotic decor or picturesque stage setting for
stories that are thoroughly European in conception.
Instead of creating identifiably North American
characters and social settings, they habitually
imitate the refined manners and the rigidly strati-
fied society that they found in European aris-
tocratic romances.”? i

In his interpretations, MaclLulich seemingly 1inverts

chronology by claiming that after Richardson Canadian his-
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torical fiction followed Scott’s rather than Cooper’s model.’?
Cooper, although the first successful historical novelist in
America, and even Scott were preceded by Charles Brockden
Brown in the practice of writing historical novels. George
Woodcock points out that "Richardson, when he wrote Wacousta,
can hardly have been unaware of Wieland or of Brown'’s powerful
and horrific novel of Indian wars in the American wilderness,

Edgar Huntly."’® Kenneth Hugh MclLean shows to what extent

Brown’s writing as well as some contemporary biographies
became 1important as models on which Wacousta was based.??

Although Edgar Huntly deals only 1implicitly with historical

problems such as the rightfulness of the treatment of the
Indians by the white settlers who supersede them, some
references that its editor Norman S. Grabo makes to an essay

Brown published in 1799, the year Edgar Huntly was published,

prove interesting. In "Walstein’s School of History: From the
German of Krants of Gotha," "presumably shaping a modest
theory from his own writing experience since 1795,"

Brown argues that fiction is a perfected form of
history, best told as the autobiography of a
character worthy of interest and attention. Fic~
titious history is thus moral, elevating, and even
openly didactic. It explores human character by
allowing the memoirist to recount his own motiva-
tions, so as to reveal the springs of actions as
well as their consequences. It may be about ordi-
nary--as differentiated from prominent or great—--
men and women, by appealing to the two basic areas
of moral testing for ordinary readers--the areas of
sex and money.’®
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Referring to the same essay, Alfred Weber shows that Wal-
stein’s (i.e., Brown’s) school of history also includes his
pupil Engel, who wants to depict in his novels more of an
everyday environment to which readers can relate:

Engel’s principles inevitably led him to select, as
the scene and period of his narrative, that in which
those who should read it, should exist.’®

Although Wacousta is not the autobiography of a charac-
ter (except for the story told by Morton), it would fit into
the definitions given by Brown. These formulations are
surprisingly similar to Georg Lukacs’s definition written over
a century later and based to a large extent on Scott’s his-
torical romances:

What matters therefore in the historical novel
is not the re-telling of great historical events,
but the poetic awakening of the people who figured
in those events. What matters is that we should re-
experience the social and human motives which Ted
men to think, feel and act just as they did in
historical reality. And it is a law of Titerary
portrayal which first appears paradoxical, but then
quite obvious, that in order to bring out these
social and human motives of behaviour, the outwardly
insignificant events, the smaller (from without)
relationships are better suited than the great
monumental dramas of world history.’”’

Lukacs, too, Tinks Scott up with the other important foreign
model for a Canadian historical novel. According to him,

Scott had only one worthy follower in the English
language who took over and even extended certain of
the principles underlying his choice of theme and
manner of portrayal, namely the American, Cooper.
In his immortal novel cycle The Leather Stocking
Saga Cooper sets an important theme of Scott, the
downfall of gentile (sic) society, at the centre of
his portrayal.7s
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The model has to be accommodated to the North American
context, though:
Corresponding to the historical development of North
America, this theme acquires an entirely new com-
plexion.... In America the contrast was posed far
more brutally and directly by history itself; the
colonizing capitalism of France and England destroys
physically and morally the gentile society of the
Indians which had flourished almost unchanged for
thousands of years.’®
It may be true that such an accommodation is going on in
Cooper’s novel, but for Richardson I doubt that there 1is very
much understanding for the role of the Indians. As mentioned
above, they are seen in white terms rather than in their own.
Cooper’s description of Indian cosmology as voiced for example
by Tamenund indicates more willingness to accept the Indians
on their own terms than does Richardson’s writing.
Douglas Cronk, the editor of the scholarly edition of
Wacousta, points out another feature that we might interpret

as parody. He shows in his introduction and also in an essay

included in Recovering Canada’s First Novelist8° that all

editions of Wacousta published after the original one of 1832
are faulty insofar as they simplify the characters and the
plot. Especially the pirated Waldie edition of 1833 comes in
for a Tot of criticism: “By bowdlerizing, Waldie changed
Wacousta from being probably one of the first realistic
historical novels into being just another romance."® Even
worse, he “"turned Richardson's pro-British, pro-Canadian

historical novel into a non-British, non-Canadian novel which
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took as its main geographical setting the U.S.A. rather than
Canada. %2 In fact, Waldie re-contextualizes and parodies the
novel which had already been a parody 1in its own right. This
may be one of the rare cases in which a Canadian novel is
parodied by one of the master literatures that are normally

imitated by Canadians.
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2.4, Grove’s Ants
in the reaim of
historical interpreta-
tions ... the past is
the outcome of all

that has followed it.
F. P. G.

The general direction from foreign model to Canadian
parody does not change 1in the twentieth century. Often
immigrant writers bring along new narrative models and ideas
with them. Among the tleading Canadian novelists of the first
half of this century is Frederick Philip Grove, formerly the
German author Felix Paul Greve, whose writing 1is generally
influenced by European realism and naturalism. Grove tries to

adapt these foreign styles of Wwriting to the Canadian environ-

ment in novels such as Fruits of the Earth, Settlers of the

Marsh, or The Master of the Mill. Much of his writing,

especially his autobiographical work—--as German critics such
as Walter Pache and Canadians such as David Williams have
pointed out--is also influenced by turn-of-the-century
aestheticism.®® In addition, Grove claims to have spent over

twenty years of his career on another novel, Consider Her

Ways, which belongs to a specifically Canadian type of
historical novel, the expedition report. While Richardson had
chosen the historical romances of Scott and Cooper as models
to be parodied in his Canadian version of a historical novel,

Grove’s endeavours finally find their shape in the form of an
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exploration report that will find its postmodern counterpart
in one of the contemporary novels to be treated.

The interpretation of Consider Her Ways as an historical

novel can further be justified by its obvious connections with
an interesting essay on historiography that Grove wrote about
1919, and which remained unpublished until Henry Makow
included it in his Ph.D. thesis, "An Edition of Selected
Unpublished Essays and Lectures by Frederick Philip Grove
Bearing on His Theory of Art."® The title of this essay is
"Retroaction/Of the Interpretation of History,"” and it offers
an interesting view on historiography that one might subsume
under the theories of emplotment listed above:

The viewpoint of History, as commonly understood,
is wrong, because it is teleoscopic, if I may coin
that word; and its ’telos’ or fulfilment is the
"present’ of the historian.?%

Or, as he puts it some pages later,

in viewing and tracing history we pick out what we
imagine to be the stepping stones or the traces of
that which came about:; and since we close our eyes
to all things else, we think we see a clear line,
a distinct river making its way into the present.®®

As Makow points out in his introduction, Grove

maintains this view until the end of his 1ife and
states it in his autobiography In Search of Myself
(1946): "Al11 1interpretation of the past is teleo-
logical; it 1is meant, it 1is constructed as an
explanation of that which is. No matter what
happened 1in the past, its importance is solely
determined by 1its share in moulding the present. It
is never what might have been; it is only what
happened to happen which decides the value of any
deed” (426).%7
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Consider Her Ways is the book 1in the Grove canon that

least fits the general image that one may have had of Frede-
rick Philip Grove as the father of Canadian realist fiction.
That 1is probably why it is rarely discussed in traditional
studies or just mentioned in passing as "a lTiterary curiosity
which, for all its occasional insight, added 1ittle to Grove’s
reputation. "88

In his pseudo~autobiographical work In Search of Myself,

Grove reports that he wrote a draft version of the later

Consider Her Ways 1in the early 1920s. This early version,

according to Grove, turned into “a grumbling protest" instead
of being "a laughing comment on all life.,, "8 Arthur Phelps
even referred to it as a "pretty good sermon. "% This version
of the novel exists in manuscript form in the University of

Manitoba Archives bearing the title Man: His Habits, Social

Organization and Outiook. This title in itself 1is a parody of

the title of one of Grove'’s sources, Wheeler’s Ants: Their

Structure., Development and Behavior,? Although it 1is written

from the point of view of an ant and would thus offer many
possibilities of narrative experimentation with this ironic
perspective from the outset, the 1920s manuscript is organized
strictly thematically and devoid of any narrative content. 92
It may be just a coincidence, but it is stil} an interesting
Tink between the "Retroaction" essay on history cited above

and Consider Her Ways that Grove establishes a connection be-~
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tween mankind and antdom in the essay, referring to human
beings as “"curious ants as we are. "9
The process of rewriting that the novel underwent before
final publication in 1947 involved an emplotment following the
normal shape of an expedition report. As Birk Sproxton puts
it, "Fortunately, when Grove rewrote his Ant Book, he wrote
it as a narrative..."% Already in 1933, as Margaret Stobie
points out, the text had been completely revised:
The puipit thumping is gone. Only the introduction
survives from the script of eight years before. This
is a new work, new 1in conception, 1in tone, and in
the quality of the prose. It is a lively narrative
of another of Grove’s far-travelers. It was this

text which was used some fourteen years tater, with
a few minor changes, for Consider Her Ways.?%

The narrative claims to be an expedition report written by
ants from Central America, who travel all over the North
American continent: the "Narrative of an Expedition from the
Tropics 1into the Northern Regions of the Continent ...
compiled by Wawa-quee, R.S.F.0." Its title echoes many others
by Hearne, Mackenzie, Vancouver, etc. and invites the reader
to compare Grove’s (or his spokes-ant Wawa-quee’s) techniques
of emplotment with the original chronology of the expedition
that may be reconstructed from the finished product. The
techniques used can be analyzed according to MaclLulich’s

categories listed above.

As Douglas Spettigue writes in his introduction to the

NCL edition of Consider Her Ways, the structure of the book
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is a geographical one:*® “The Isthmus” (of Panama), "The
Mountains” (of Colorado), "“The Slope” (of the Rocky Moun-
tains), "The Plains” and "The [Eastern] Seaboard" are the
geographical and chronological stages of the ant Amazons’
expedition. Spettigue also points out that the exploration
report 1is a "’popular’ account rather than a scientific re-
port."?" Its objective is "to serve as an introduction to the
detailed study of special subjects” that exists in the form
of "monoscents” on "scent-trees, " and to which the scientists
among her ant audience may refer. It was the aim of the
expedition
to trace the evolution of the nation Atta from the
humblest beginnings of all ants and to make it
possible for us to arrange the whole fauna of the
globe, or of such portions of it as could be ex~
plored, in the form of a ladder leading up to our
own kind,?98
The first step towards an emplotment and a more "literary™
version of the “original" account is the dismissal of a
strictly chronological order of events undertaken by Wawa-
quee. At the very beginning of her report, she notes that
The sequence ... is nhot strictly chronological: and
occasionally a record is introduced in an order the
very reverse of chronological. (4)
Several times she establishes connections between similar the-
matic units through the use of prolepses, and admits about
severa1 explanations she gives during the narrative that "In

this I shall, of course, anticipate the results of later

investigations” (21). At other times, Wawa-quee shows that she
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is fully aware of her obligation to shorten certain passages

in order to avoid tedium:
in order not to weary by repetition, I shalil
content myself with this mere statement, omitting
the incidents which brought that confirmation. (182)
Her fellow ants interested in details are referred to the
source material of the scent trees. Even flash-backs do not
endanger the homogeneous character of her narrative: "I must
now reach back 1in time" (70). Instances like this one make it
quite clear that Wawa-quee tells her story looking back from
a later point in time, re-structuring and re-membering the
events re-collected. She is fully aware of the dangers of a
too “myrmecocentric” perspective in writing about 1lower
animals such as human beings.

In Richardson’s and Scott’s cases, the emplotment of
historical or exploration reports 1in the form of a novel
invited the - invention of a dangerous adversary. The same
happens in Grove’s book: Assa-ree, the military commander of
the expedition, at first supports the exploration of the North
American continent, but soon we become suspicious:

Assa-ree behaved admirably; and when the dangers
surrounding us seemed, at the least, to admit of no
further escape, it was she who saved our lives,
though I almost hated her for it. She was of that
type which seems to have all her faculties sharpened
by circumstances which deprive others of their power
of thought. (50)

The tension between Assa-ree and Wawa—-quee rises in the course

of the expedition. A mutiny can only be averted by using the
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royal "perfume of supreme command” (126), and finally Assa-
ree is killed as a traitor.

Consider Her Ways has so far been interpreted as an

exploration report that makes use of strategies of emplotment.
Of course, there is no actual exploration report that is re-
written or parodied by the ants. It is rather Frederick Philip
Grove who parodies a type of scientific writing in order to
get his political message across. This is not the only level,
though, on which parodic strategies work in this book. A
specific model that Grove uses is already a parody of the
scientific discourse of 1its own time, Jonathan Swift'’'s

Gulliver’s Travels. McClelland and Stewart publishers, taking

a quotation of their own author Ronald Sutherland out of its
context, quote him on the cover of the NCL edition to the

effect that Consider Her Ways is “... a tour de force equal

to if not better than Gulliver’s Travels,"” leaving out the

qualification that this is true "with respect to suspension

of disbelief. "9

While parts of Gulliver’s Travels show us eighteenth-
century England as it might have been seen from a foreign or

even dissident home perspective,'® Consider Her Ways does the

same thing for American society. The similarities between
Swift’s and Grove’s travel narratives often include word-for-
word paraliels. Many of the ants’ "myrmecocentric” perspec-

tives reflect Swiftian satire: for example, Grove makes use
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of Swift’s dichotomy of high heels and low heels denoting

Tories and Whigs and applies it to the distinction of men and
women; Gulliver’s watch glass is as new to the Lilliputians
as Wheeler’s test-tubes are to the ants. Gulliver’s and Wawa-
quee’s methods of emplotment have much in common. While
Gulliver writes,
But I shall not anticipate the Reader with farther
Descriptions of this Kind, because I reserve them
for a greater Work, which is now almost ready for
the Press...'0,
Wawa-quee refers the readers to the more detailed scent-trees.
While Gulliver points out that "Nothing but an extreme Love
of Truth could have hindered me from concealing this Part of
my Story,"'% the ant claims that at one point "my strict
veracity forces me to reveal what I should gladly suppress..."”
(54).
The parallels between Grove and Swift are by no means
accidental: Douglas Spettigue points to the similarities
between the two writers and reminds us that Grove (alias

Greve) translated Swift into German.'®® 1In fact, Felix Paul

Greve edited and introduced a German edition of Swift’s prose

works, including Gulliver’s Travels, in a four-volume edition
published in 1909 and 1910.'% In his introduction to Volume

4, Gullivers Reisen, he quotes Swift in a letter to Pope in

September 1725:

"...Ich habe Stoff gesammelt fur einen Traktat, der
die Definition eines vernunftigen Tiers widerlegt
und beweist, dass es nur rationis capax 1ist. Auf
dieser grossen Grundiage des Menschenhasses ist,
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wenn auch nicht 1in Timons Manier, der ganze Bau
meiner "Reisen” errichtet; und ich werde nicht eher
geistige Ruhe geniessen, als bis alle ehrlichen
Menschen meiner Meinung sind."195

Swift’s original text had been:

... I have got Materials Towards a Treatis proving
the falsity of that Definition animal rationale;
and to show it should be only rationis capax. Upon
this great foundation of Misanthropy (though not
Timons manner) The whole building of my Travells is
erected: And I never will have peace of mind till
all honest men are of my Opinion...1%

In this context, it is interesting to note that the ant
Wawa-quee, whose perspective Grove uses as the satirical
“frame” 1in order to parody straight exploration reports,
cannot, from her "myrmecocentric" point of view, identify
human satire as such. In the early version of the Ant Book,
she describes Swift as one of the few men who have a good
retationship with animals, because she takes Gulliver’s letter
to his cousin Sympson at face value.'°7

Consider Her Ways thus proves to be a complex narrative

that works on various levels and can be interpreted in various
ways. Wawa-quee’s expedition report illustrates all the
different stages of emplotment through which even a piece of
non-fiction has to go in order to become readable. In this
sense, it is parodic in relation to the genre of explioration
writing. If we read the book as a parody of a specific work

such as Gulliver’s Travels, it also becomes a satire criti-

cizing the American and capitalist way of life.
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2.5. Combray, Altamont, and Entremont: David Canaan’s Remem-

brance of Things Past

Parodying F. R. Leavis’s self-assured tone, Robert
Kroetsch once claimed that "The classic modern novels in the
English-Canadian tradition are three: Sinclair Ross’s As For

Me and My House, Sheila Watson’s The Double Hook, and Ernest

Buckler’s The Mountain and the Valley."108 Although the

literary importance of Buckler’s novel] is beyond any doubt,
its inclusion in an overview of historical novels may be
surprising. Certainly it does not deal with historical events
such as the defense of a fort in the Seven Years'’ War, and it
s not based on the form of expedition reports either. On the
other hand, historians have used the structure of an artist’s
remembrance of things past in what I claim is one important

sub-text of The Mountain and the Valley as a model of their

revisionary theories of historiography. Besides the romantic

revenger’s tale and the expedition report, the Kiunstlerroman

is a third type of historical novel deserving treatment in
this study. Tom Marshall, too, includes Buckler’s masterpiece
in his study of historical fiction, admitting that it has
“important historical contexts without being historical
fiction in quite the same explicit way that MaclLennan’s novels

and The Diviners are."199
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The aim of this chapter is to elucidate intertextual and
parodic relationships between the third Canadian classic 1in
Kroetsch’s triad and an internationally recognized classic of

modernism, Marcel Proust’s A _la recherche du temps perdu. I

intend to show that Ernest Buckler is not only influenced by
Proust but that he also reacts against him. The technique in
which the parodic relationship between Buckler and Proust
becomes most obvious is the use of epiphanies. David Canaan’s
failure to turn his own recapturing of the past in the final

epiphany of Buckler’s novel into his own Remembrance of Things

Past could be interpreted as another example of the typical
Canadianization of a traditional theme, typical according to
the inventors and perpetuators of concepts such as survival

and the garrison mentality. As I will suggest, however, the

relationship between Proust and Buckler can also be defined--
and more profitably at that--in terms of Titerary parody.

Both A la recherché du temps perdu and The Mountain and

the Valley are portraits of an artist’s coming of age, of his
being reconfirmed--at least in his own mind--in his ability
and vocation to write a novel. Both novels are thus overtly
metafictional, and Buckler and Proust both make use of one of
the most overt forms of textual self-consciousness: nar-
ratorial commentary.''® Especially their epiphanies, as we will
see, are explicitly commented upon, and their contribution to

the process of writing is stressed.
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In Morris Beja’s definition, an epiphany 1is a "sudden
spiritual manifestation, whether from some object, scene,
event, or memorable phase of the mind--the manifestation being
out of proportion to the significance or strictly logical
relevance of whatever produces ijt."'M Beja distinguishes
between "retrospective epiphany” and epiphany of "the past
recaptured”: "The retrospective epiphany is one in which an
event arouses no special impression when it occurs, but
produces a sudden sensation of hew awareness when it is
recalled at some future time." Such an epiphany of "delayed
revelation,"” of "mere recollection,” examples of which Beja
finds in Joyce, is differentiated from a Proustian "actual
recapture of the past," a type of epiphany that we find in
Buckler’s novel,'2

Marcel, Proust’s first-person narrator, - has felt
throughout his 1ife an artistic vocation. At various points
of his 1ife, works of art have stirred his emotions and shown
him what art can achieve. His own attempts at artistic
creation, however, have so far not been crowned with success.
Only late in his 1ife does he sense a new confidence in his
ability to create his own work of art:

Et Jje compris que tous ces matériaux de 1’oeuvre
littéraire, c’était ma vie passée; je compris qu’ils
etaient venus & moi, dans les plaisirs frivoles,
dans la paresse, dans la tendresse, dans la douleur,
emmagasinés par moi, sans que je devinasse plus leur
destination, leur survivance méme, que la graine
mettant en réserve tous les aliments qui nourriront

la plante. Comme 1a graine, je pourrais mourir quand
la plante se serait développée, et Jje me trouvais
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avoir vécu pour elle sans le savoir, sans que ma vie
me parGt devoir entrer jamais en contact avec ces
lTivres que j’aurais voulu écrire et pour lesquels,
quand je me mettais autrefois a ma table, je ne
trouvais pas de sujet. Ainsi toute ma vie Jjusqu’a
ce jour aurait pu et n’auraijt pas pu étre résumée
sous ce titre: Une vocation,. 13

And I understood that all these materials for
literary work were nothing else than my past life
and that they had come to me in the midst of
frivolous pleasures, 1in idleness, through tender
affection and through sorrow, and that I had stored
them up without foreseeing their final purpose or
even their survival, any more than does the seed
when it lTays by all the sustenance that is going to
nourish the seedling. Like the seed, I might die as
soon as the plant had been formed, and I found that
I had been 1iving for this seedling without knowing
it, without any indication whatsoever that my 1life
would ever witness the realisation of those books
I so Tonged to write but for which I used to find
no subject when I sat down at my table. And so my
entire 1ife up to that day could--and, from another
point of view, could not--be summed up under the
title, A Vocation.!!*

The grasp of his own past, enabling him to write his auto-

biographical work, is achieved through various epiphanies,

and Proust provides detailed commentaries upon these il-

Tuminations. In Du c&té de chez Swann, at the very beginning

of the Recherche, he records the episode of the madeleine.

Whereas an act of volition had been unable to bring back the

childhood memories of Combray, this is achijeved through the

epiphany. Marcel takes his tea in which he had dipped a

biscuit:

Mais & 1’instant méme ou la gorgée mélée des miettes
du gateau toucha mon palais, je tressaillis,
attentif a4 ce qui se passait d’extraordinaire en
moi. Un plaisir délicieux m’avait envahi, isoleé,
sans la notion de sa cause. Il m’avait aussitot
rendu les vicissitudes de la vie indifférentes, ses
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désastres inoffensifs, sa briéveté illusoire, de la
méme fagon qu’opére 1’amour, en me remplissant d’une
essence précieuse: ou plutdt cette essence n’était
pas en moi, elle était moi. J’avais cessé de me
sentir médiocre, contingent, mortel.''s

No sooner had the warm liquid, and the crumbs with
it, touched my palate than a shudder ran through my
whole body, and I stopped, intent upon the extraor-
dinary changes that were taking place. An exquisite
pleasure had invaded my senses, but individual, de-
tached, with no suggestion of its origin. And at
once the vicissitudes of 1ife had become indifferent
to me, its disasters innocuous, its brevity 1i1-
lusory--this new sensation having had on me the
effect which Tove has of filling me with a precious
essence; or rather this essence was not in me, it
was myself. I had ceased now to feel mediocre,
accidental, mortal.!'®
Through the influence of the epiphany, caused by the most tri-
vial process of eating a madeleine and drinking tea, Marcel’s
feelings of mediocrity, contingency, even mortality are
replaced by one of pleasure, optimism, and bliss (plaisir
délicieux).
A comparable experience takes place at the “matinée Guer-

mantes,” where Marcel, after a lengthy period of isolation
in a sanatorium, meets his former acquaintances, the members
of Parisian high society. Here the sounds, sensations, and
books that he encounters produce in him a "miracle d’une
analogie,” which evokes the past once again, so that he can
recapture "les jours anciens, le temps perdu, devant quoi les
efforts de ma mémoire et de mon intelligence échouaient

toujours. "7 The past that is recaptured is actually re-lived,

re-born. Thus what Marcel experiences is not just the re-
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membrance of things past, whatever the title of the English
translation may suggest:

Rien qu’un moment du passé? Beaucoup plus,
peut-étre; quelque chose qui, commun a la fois au
passé et au présent, est beaucoup plus essentiel
qu’eux deux. Tant de fois, au cours de ma vie, 1la
réalité m’avait dégu parce qu’au moment ou je 1la
percevais, mon 1imagination, qui était mon seul
organe pour Jjouir de la beauté, ne pouvait
s’appliquer a elle, en vertu de la loi inévitable
qui veut qu’on ne puisse imaginer que ce qui est
absent. Et voici que soudain 1’effet de cette dure
loi s’était trouvé neutralisé, suspendu, par un
expédient merveilleux de la hature, qui avait fait
miroiter une sensation...a la fois dans le passé,
ce qui permettait & mon imagination de la goater,
et dans le présent ou 1’ébranlement effectif de mes
sens par le bruit, Jle contact du linge, etc. avait
ajouté aux réves de 1’imagination ce dont ils sont
habituellement dépourvus, 1’idée d’existence, et,
grace a ce subterfuge, avait permis & mon @&tre
d’obtenir, d’isoler, d’immobiliser--la durée d’un
eclair--ce qu’il n’appréhende Jamais: un peu de
temps a 1’état pur.!'s

Merely a moment from the past? Much more than that,
perhaps; something which, common to both past and
present, is far more essential than either.

How many times in the course of my life had I
been disappointed by reality because, at the time
I was observing it, my imagination, the only organ
with which I could enjoy beauty, was not able to
function, by virtue of the inexorable law which
decrees that only that which is absent can be
imagined. And now suddenly the operation of this
harsh law was neutralised, suspended, by a
miraculous expedient of nature by which a sensa-
tion...was reflected both in the past (which made
it possible for my imagination to take pleasure in
it) and 1in the present, the physical stimulus of
the sound or the contact with the stones adding to
the dreams of the 1imagination that which they
usually 1lack, the 1idea of existence--and this
subterfuge made it possible for the being within me
to seize, isolate, immobilise for the duration of
a lightning flash what it never apprehends, namely,
a fragment of time in its pure state.'?
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This long quotation characterizes Proust’s concept of epiphany
and especially his theory that there are two kinds of memory,
only one of which is fruitful for his artistic purposes:

mémoire volontaire and mémoire involontaire. Voluntary,

deliberate memory had deceived Marcel, and only the contin-
gent, involuntary kind had given him artistic bliss and
reconfirmed his artistic vocation, which in turn encouraged
him to complete the novel. The German critic Hans Robert JauR
explains the importance of the Proustian epiphany as follows:

So erhélt die Geschichte 'Marcels’ ihre Einheit erst
a posteriori, im Augenblick als er erkennt, was ihm
in der madeleine-Erfahrung noch verborgen blieb: dan
sich seine Suche nach der verlorenen Zeit erst in
der Kunst erfillen kann, weil in dieser Erfillung
mit der Distanz zwischen erinnerndem und erinnertem
Ich zugleich die Kontingenz seines Weges aufgehoben
und bewahrt wird, 1insofern er nun als Weg zum
Kunstwerk seine Rechtfertigung erhalt..."120

Thus ’Marcel’s’ story receives its unity only a
posteriori, when he realizes what he had not yet
discovered in the madeleine experience: that his
search for the lost time can only be successfully
completed through art, because this successful
completion at the same time suspends and sustains
the distance between reminiscing and remembered self
as well as the contingency of its path through this
distance, a path which we now recognize as the path
leading toward the work of art. (my translation)

This epiphanic way of restructuring a narrative about
the past has also been reflected in historiographical dis-
cussions. After modern history-writing--such as that of the

Annales school in France-~-has left behind the chronological

structure of historiography, alternative ways of structuring

historiographical texts have been explored, and Proust’s name
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comes up every now and then even 1in the discussions of
professional historians and historiographers, although
Siegfried Kracauer admits that the consequences of "Proust’s
unique attempt to grapple with the perplexities of time"” have
not yet been realized.'?!

The "involuntary" kind of memory establishes a strong
Tink between Proust’s portrait of an artist with that drawn

in The Mountain and the Valley. Several critics have mentioned

Buckler’s acquaintance with Proust’s work, and J. M. Kertzer
draws an explicit parallel between Marcel and David. But
Kertzer also states the most important difference between the

two novels: in A_la recherche du temps perdu, Marcel

has found a future for himself and a way of making
up for the time he has lost. He finds a timeless
world of essences--time in its pure state--in art,
not death. But David turns to death and embraces
his past at the expense of any future.'??

Before commenting upon David’s inability to fulfil his
vocation, I will draw attention to some basic parallels
between David’s and Marcel’s stories. David Canaan had
discovered the miracle of art and the magic of writing early
in his life. Whereas Elstir’s paintings and Vinteuil’s music
stirred Marcel’s artistic interest, David’s was awakened by
the stories his grandmother told, by the schoo]l play, and by
the book that Dr. Engles left for him. Reading this book,

He had the flooding shock of hearing things stated
exactly for the first time.
Suddenly he knew how to surmount everything.

That 1Jloneliness he’'d always had . . . it got
forgotten, maybe, weeded over . . . but none of it
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had ever been conquered. (And all that time the key
to freedom had been lying in these lines, this
book.) There was only one way to possess anything;
to say it exactly. Then it would be outside you,
captured and conquered, 128
But although he experiences the bliss that a literary work of
art produces in the reader, David cannot yet write such a work
himself. At least, the “cleansing cathartic of the first
accurate line"” (196) does not last long. Like Marcel, he must
learn, and--confronted with the problems of real life--his
attempts at writing turn out to be failures, although he seems
to inhabit a word-shaped universe:

He took the scribbler from under the pillow and
reread the lines he’d written. They had the same
stupid fixity as the lines of cracked plaster 1in
the ceiling. There was nothing in them, to come
alive as often as they were seen. They were as empty
as his name and address scribbled across the white
spaces of the catalogue cover in a moment of
boredom. (199)

Only years later, when he is thirty, his vocation, too, is
confirmed as Marcel’s is confirmed at the "matinée Guer-
mantes,” by an epiphany that comes rather late in the novel.
While c1imbing the mountain that dominates the valley in which
he has lived all his 1ife, David re-lives episodes of the
past, episodes that cuiminate in his conviction that he is or
can be the greatest writer in the world, that he is able to
write the story of his own past and that of his community:

A cloud skimmed the sun. With it, a wide skirt
of shadow slid swiftly along the road, then disap-
peared. He had seen a momentary undulation ribbon

through the oatfield 1ike that on a still summer’s
afternoon.
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And suddenly a breaker of exaltation rushed
through him in just such a way.

It was the thing that comes only once or twice
ever, without hint or warning. It was the complete
translation to another time. There is no other shock
sO sweet, no transfiguration so utter.

It is not a memory of that time: there is no
echo quality to it. It is something that deliberate
memory (with the changed perspective of the years
between changing the very object it lights) cannot
achieve at all. It is not a returning: you are there
for the first time, immediately. No one has been
away, nothing has changed--the time or the place or
the faces. The years between have been shed. There
is an original glow on the faces like on the objects
of home. It is like a flash of immortality: nothing
behind you is sealed, you can live it again. You can
begin again... (289)

This description of David’s epiphany has so many important

features in common with Proust’s of the mémoire involontaire

that pure coincidence can almost certainly be excluded.
Buckler insists that the memory triggered off by a rather
trivial visual stimulus is hnot at all an 1instance of

deliberate memory (mémoire volontaire), rather a reflection

of a Proustian “"temps a 1’état pur”--the years have been
shed--and a flash of immortality. Reliving his youth, David
feels an exaltation or transfiguration, 1in Proust’s terms a

plaigir délicieux. Despondency is replaced by optimism, the

fear of death is suspended. Nevertheless, this description of
an epiphany already contains some hints that such moments of
exaltation are not without danger: the breaker of exaltation,
even though it brings a "shock so sweet” and a "transfigura-
tion so utter,"” is also a potential threat, as the reminiscing

subject cannot control it.
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The mechanism of memory in the epiphany can also be com-
pared in the two novels. The past has been spatialized: Marcel

describes in Le temps retrouvé that normally our memories are

enclosed in vases clos:

le geste, 1’acte le plus simple reste enfermé comme
dans mille vases clos dont chacun serait rempli de
choses d’une couleur, d’une odeur, d’une température
absolument différentes.. .24

the most 1insignificant gesture, the simplest
act remain enclosed, as it were, 1in a thousand
sealed Jjars, each filled with things of an ab-
solutely different colour, odour and temperature. 25

Only through the mémoire involontaire can a connection between

these distinct sections of memory be established, can the
memories be made into a coherent plot. This connection is
achieved through what Proust calls a metaphor, but which today
would probably be referred to as a metonymy:

Ce que nous appelons la réalité est.un certain
rapport entre ces sensations et ces souvenirs qui
nous entourent simultanément.... quand, en
rapprochant une qualité commune a deux sensations,
[1’écrivain] dégagera leur essence commune en les
réunissant 1’une et 1’autre pour les soustraire aux
contingences du temps, dans une métaphore. 128

What we call reality is a certain relationship
between these sensations and the memories which
surround us at the same time....when, like 1ife
itself, comparing similar gualities 1in two sensa-
tions, [the writer] makes their essential nature
stand out clearly by joining them in a metaphor, 1in
order to remove them from the contingencies of
time...1?7

Proust’s connection between the remembered sections of
the past finds its counterpart in Buckler’s epiphany. On his

way up the mountain, shortly before his final epiphany or
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translation, David has a feeling of Synaesthesia and a first
epiphany:

He could think of anything now. Everything
seemed to be an aspect of something else. There

the whole world. A shape could be like a sound; a

feeling like a shape; a smell the shadow of a

touch... His senses seemed to run together. (287)
This emotion resembles that which Marcel had experienced
above, and it prepares the reader for another moment in which

connections are established. Buckler describes how his process

of "remembrance"” functions:

downstream or upstream On a one-way river, but in

rooms.... You could walk from room to room and look

at them, without ascent or descent. (287)
Here, during his first epiphany, the spatialized past consists
no longer of vases clos: one can penetrate from one room of
his past into the next.’?® gyt David’s memories are still of
the "as if" kind, copies of original experiences: "he heard
again,... felt again,... tasted again..." (287) After the
final epiphany quoted above, however, the translation ijs

total, and the past is the present:

A spring of tears caught in David’s flesh. He
wasn’t standing on the road at all,.

He was waking that clean April morning and
touching Chris’s face to wake him too and tell him
that the very day was here at last--the day they
were going back to the camp on the mountain. (289)

Here he recaptures the past, re-living it rather than remem-

bering it, making the step from "retrospective epiphany” to
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a "recapture of the past”: "there is no echo quality to it."

Merely reliving or "becoming” the events of the past,
identifying with them through an epiphanic experience, is not
sufficient, though, as David soon finds out: while Marcel’s
recapturing of the past is an entirely positive experience,
Buckler’s protagonist is Persecuted by the voices of the past
that the epiphany has awakened. These are first of all the
voices of the elements of his surroundings, but also those of
his fellow citizens from whom he--the budding intellectual and
artist--had kept quite aloof most of the time. These memories
are subconscious reactions Created without any interference

of his volition, and so he cannot control them either:

all the feelings behind them--added its cry to the
voices of ‘the objects about him. It was a more
exquisite accusing stil], (292-93)
A1l the voices he has roused--they develop into a threatening
crescendo--show him where he failed to establish the true
contact with the fellow members of his community that would
have validated his artistic mission: for example, he missed
the chance to establish a closer relationship with his brother
Chris (294); for example, he used his girifriend Effie in
order to impress his friends rather than realily loving her for
her own sake (295).
Only on top of the mountain is David rescued by another

illumination:
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I will tell it, he thought rushingly: that is
the answer.... He saw at last how you could become
the thing you told...

He didn’t consider how he would find it.... Nor
how Tong it might take.... He knew only that he
would do it . . . It would make him the greatest
writer in the whole worid. (298-99)

In a work of art he will be able to "reassemble his past"'2?
and re-tell the memories awakened by the epiphany, but he
arrives at this insight only after the frightful confrontation
with all the voices that he had roused. In the same way that
Marcel makes artistic use of his "metaphor,” David must find
his own method of "becoming” what he tells, of eliminating the
distance in time as well as in space. Whereas Marcel succeeds,
David dies without having become an artist. As A. T. Seaman
puts it, "That he is dying is important for two reasons: his
vision comes to him only in death, and very possibly, it comes
to him because of impending death."'° This may have something
to do with his motives for wanting to be a great writer: the
isolation 1into which he--1ike Proust--withdraws is quite
unnatural 1in his environment. Even his first attempts at
literature--in the "applied” field of drama--had shown that
he, who wanted to be "the greatest actor in the whole worild”
(82), was tempted to use art in order to "take [the others]
with him, 1in their watching. Closer somehow because they
followed” (81). It is not surprising that this attitude to art

afterwards causes him "shame of having spoken the foolish

words in this goddam foolish play” (82). Ironically, it is his
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grandmother who creates a truly Canadian work of art (i.e.,
one which is useful for the community) out of old rags which
stand for and "become” her memories. In the end it is Ellen,
the grandmother, who--even without an epiphany--can transform
her memories into a coherent "narrative."

The comparison of Proust’s and Buckler’s epiphanies has
shown that they are structurally almost identical in both
novels up to the moment when David shows that he is not really
capable of coping with the memories awakened during his
illumination: two would-be writers, who have for years felt
unable to write the work of art that they are certain they
have the vocation to write, have a sudden intuition that
interprets their memories in such a way that they might form
the coherent plot of a novel. Both authors “know" that they
can write their books, but the realization of these dreams,
which in Proust’s case turns out to be the Recherche itself,
is denied David Canaan: he dies. Although, as Douglas Barbour
remarks, he at least dies happy,'®' he leaves his creator, the
implied narrator (or Buckler himself) the task of finishing
the portrait of the artist manqué.

The failure of the Canadian rural artist where the
European urban author succeeds might tempt us to interpret
Buckler’s version as the "“typical"” Canadianization, a 1la
Atwood, of a traditional plot; once again, the garrison fights

for its survival and does not succeed:
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In Ms. Atwood’s view, it is an 1inevitable con~

comitant of the Canadian imagination that people

will fail: they cannot escape, they even die,

whether or not the story demands such an ending, 132

But David’s failure can be explained differently and--I
think--in a more satisfying manner. Most recent critics such
as Alan Young'® and Douglas Barbour'® have seen David’s
failure as 1ironic rather than purely tragic, and Buckler
himself refers to "the whole dramatic irony” of his death and
final delusion of being the greatest writer in the worild, '35
Even though an author’s comments upon his own writing should
not be privileged, this supports Barbour'’s and Young’s view.
I would 1ike to take their interpretation, which sees a

distancing process between the narrator and his hero, even

further, showing that The Mountain and the Valley is a parody

of Proust’s Recherche. As outiined in Chapter 1, parody 1in
this sense does not necessarily mean parody that ridicules the
underlying text. Buckler parodies Proust’s model of the

Kinstlerroman: he makes use of the Proustian model and applies

it to David Canaan’s situation. At a certain point, he
deviates from his model: the epiphany, his most important
borrowed element, works for both authors, but in Buckler’s
novel, 1its result, the recapturing of the past, is shown to
be illusory; Buckler denies David the victory over death that
enables Marcel to write his novel.

Buckler’s parody, while it does not ridicule the tradi-

tional use of epiphany in the portrait of an artist, questions
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its value as a technique of artistic creation as well as the
artist’s solipsism that it seems to entail. A sudden intuition
does not seem to be the usual mode of artistic composition for
a writer who says about himself that he does not believe 1in
inspiration in the process of writing:
I think that inspiration, by and large, is one great
big myth. What really happens: you work and work
toward an idea, and some sort of mold of the thing
desired forms 1in your mind. Then--while you’re
chopping, or hoeing, or whatever--the subconscious
gets going: fitting images against this mold, and
when one of them--phrase, incident, or whatever--
slips into it, that tiny click you hear, that’s
what’s mistaken for inspiration.13®
Here Buckler’s scepticism meets with that of Thomas
Wolfe, who found that "you can’t go home again" to Altamont
and came to "a substantial rejection of his reliance on his
own recollected epiphanies, which till then had been one of
the bases of his work."'™” But Proust himself had been aware
of the restricted value of epiphanies. Marcel makes it clear
at various points that the epiphanies give him flashes of
illumination, but that the realization of his novel, the
transformation of the insights gained through an epiphany,
depends on work. Furthermore, only the epiphanies, not the
ensuing act of transforming them into a work of art, are
exempt from the dangers of mortality:
Maintenant, me sentir porteur d’une oeuvre rendait
pour moi un accident ol j’aurais trouvé la mort,
plus redoutable, méme .... absurde.... Je savais
trés bien que mon cerveau était un riche bassin
minier, ol i1 y avait une é&tendue immense et fort

diverse de gisements précieux. Mais aurais-je le
temps de les exploiter?138
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Now the feeling that I was the bearer of a literary

work made an accident in which I might meet death

more to be dreaded, even absurd.... I knew very well

that my brain was a rich mineral basin where there

was a vast area of extremely varied precious

deposits. But would I have time to exploit them?'3®

Marcel withdraws from the life of Parisian high society

in order to write his book in the isolation of his room. His
Canadian counterpart undergoes a similar ordeal, isolating
himself--at least spiritually--from society, but  his
withdrawal into the “garrison" is as unproductive as Colonel
De Haldimar’s was. The reader, who realizes that in fact the
book he has just finished reading is the book that David would
have written, knows that someone else has completed the work.
When he finally overcomes the limitations of the valiley of
Entremont and reaches the summit, it is too late for David to
write about it. He Tives out the dictum of the writer from the
other summit, Altamont, who stated that you can’t go home
again. As David Williams writes, "When Ernest Buckler decided
to set his portrait of the artist in a town called Entremont,
he might as well have been inviting deliberate comparison with
Wolfe’s Altamont. "' Although both the American and the Cana-
dian writer parody the European artist novel, the Canadian
position differs from the self-confident rejection of the
European model from the top of independent American heights

(Altamont), and it leaves the aspiring Canadian writer in the

forever compromising situation between the mountains: Entre-
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mont.

Buckler’s parodic strategies in The Mountain and the

Valley underiine the status as narrative models that Proust’s
and Wolfe’s novel have for the Canadian writer. His parody has
the function of criticizing not the process of remembrance
that takes place in an epiphany but rather the creative force
with which it endows the prospective author. The illumination
as technique is not questioned, nor is its cognitive function,
but Buckler’s narrator is even more critical of its importance
for the actual act of writing than Marcel was. The recapturing
of things past succeeds in both novels by means of epiphanies,
but--and perhaps also because of his egotistical and anti-

social attitude-—-the artist in The Mountain and the Valley is

denied the fruit of his epiphany, the satisfaction of becoming
the greatest writer in the world as well as the voice and his-
toriographer of his community. Taking into account his
attitude towards this community, one might be grateful for not
having to read his own emplotment of the history of Entre-

mont.
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3. Timothy Findley’s Metafictionail Histories: Modernist

Parodies or Parodijes of Modernism?

Timothy Findley is without doubt one of the foremost
contemporary Canadian writers of “fictive history." Two of his

novels, The Wars and Famous Last Words, centre on the two

greatest political conflicts of this century, the World Wars.
The Wars, winner of the 1977 Governor General’s Award, is not
the first of Findley’s novels to draw upon historical facts,
bdéF;Zr the first time he deals explicitly with the writing
about these facts and with their integration into an artistic
whole. The novel thus becomes an instance of historical
metafiction. Simone Vauthier summarizes Findley’s method of
writing in the following manner:

If all historical fiction strives to supplement
history, The Wars goes one step further by thematiz~
ing its reason for doing so.!

Findley’s method of calling attention to the "metahistorical"
aspects of his writing is parodic. He adopts types and struc-
tures of traditional war literature and repeats them within
a new context, i.e., by subsuming them under a new perspective
that not only has become aware of the absurdity of war but
also stresses the inherent companionship of all 1living
creatures. The Tatter possibility offers an escape roﬁte from
a world tending towards total entropy, a world in which--
according to Robert Kroetsch--"What we witness is the col-

lapse, for North American eyes, of the meta-narrative that

once went by the name Europe."? Findley’s parodic technique
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illustrates "how the value of past experience is a function
of the skill with which we recreate it imaginatively, trans-
cending the chaos of time and history."3?

Findley chooses World War I--rather than Heller’s absur-
dities of the Second World War--as a military and historic
event that lies so far back in the past that--except for the
odd eye-witness account of then very young and impressionable
persons who today "can still be met in dark old rooms with
nurses in attendance“*--it is only through documents such as
photographs, letters, and official histories that the present-
day narrator can arrive at the truth. Memory for him exists
in the form of textual and photographic documents only, and
"as the traditional authority of the novel jtself begins to
falter,”® he has to emplot the material found 1in these
documents in order to produce a coherent version (if we are
willing to call The Wars that).

Instead of starting out from textual sources in the form
of coherent narratives on which one can rely, Findley has to
work in the Foucauldian archive, in the same way that the re-
searcher and archivist in the novel have to work in a real
one. Foucault defines an archive as

that which determines that all these things said do
not accumulate endlessly in an amorphous mass, nor
are they inscribed in an unbroken linearity, nor do
they disappear at the mercy of chance external
accidents; but they are grouped together in
distinct figures, composed together 1in accordance
with mulitiple relations, maintained or blurred 1in

accordance with specific regularities; that which
determines that they do not withdraw at the same
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pace inh time, but shine, as it were, like stars,
some that seem close to us shining brightily from
afar off, while others that are in fact close to us
are already growing pale.®
The Great War seems to have been one of the first points
in world history at which the possibility of achieving such
a coherent vision was doubted for the first time. As Paul

Fussell puts it in his The Great War and Modern Memory,

...the Great War was perhaps the last to be con-
ceived as taking place within a seamless, purpose-
ful "history” involving a coherent stream of time

running from past through present to future.’
Critics such as Simone Vauthier and Diana Brydon have
made invaluable contributions to an adequate reading of the
novel’s sophisticated narrative structure,® but their analyses
do not primarily read it as that of an historical hovel, even
though Brydon points out similarities between Findley’s
approach to writing and Hayden White’s theories of historiog-
raphy. She thus indicates in what way the novel falls into the
general realm covered in this study.® Still, the present
reading of The Wars as an historical--and even historiographi-
cal--work that thematizes the writing of and about historic

events and the re-writing that every new genheration has to

undertake owes much to these and other earlier approaches.°

The Prologue to The Wars, which later turns out to be
the proleptic repetition--outside and well in advance of its

context within the plot--of a scene occurring towards the end
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of the novel, has been criticized by Laurie Ricou for not
being a "prologue at all, no address to the audience, no
summary of theme.” And no introduction to an historical novel,
one might add. Ricou criticizes the narrator within the
novel--not the author, Timothy Findley, of course--for ter-
minological inaccuracies. It 1is the narrator whom he sees
desperately trying “to superimpose some shape on his
frightened stammering. "' But this technique of taking a scene
out of its original context and embedding it in a new frame
(which--as in this case--may be a contextual vacuum) i1-
Tustrates very well the narrator’s own situation. Working with
stories or story elements, photographs and letters that he
finds in an archive or with taped conversations, he himself
has to reconstruct the context of the events he wants to
narrate. In the same way that the reader is capable of finally
better understanding the Prologue once he or she comes upon
it for the second (really the first) time later 1in the novel,
he will be able to fit other plot elements into a greater
context and make some more sense of a seemingly absurd
situation. He will have participated in the parodic act of
history-writing.

Three of the novel’s five parts--One (relating the pre-
history. of Robert Ross’s engagement in the Great War up to
his arrival in Britain), Two (describing Robert’s 1ife in the

trenches), and Five--consist of numbered sections told 1in
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different styles from different points of view. Part Three
consists of chronologically arranged descriptions, most of
them set on February 28, 1916: and Part Four is a longish
transcript of a tape. Obviously, we are dealing with different
approaches that the narrator makes to his material in order
to arrive at a coherent vision of historic events. Coherence
is not given per se in the three chapters of numbered sec-
tions: the sections are divided by large white spaces suggest-
ing the separateness and non-chronological order of all the
items of information gathered from the archives. In section
1 the narrator admits that his work is unscientific and
haphazard:
In the end, the only facts you have are public. Out
of these you make what you can, knowing that one
thing Tleads to another. Sometime, someone will
forget himself and say too much or else the corner
of a picture will reveal the whole. (10-11)

The historian, even the historian of twentieth-century
affairs, becomes an archaeologist, and this coincides with
one pole of the character of Canadian 1literature which--
according to Robert Kroetsch--"takes place between the
vastness of (closed) cosmologies and the fragments found in
the (open) field of the archaeological site."'? sense and
meaning can only exist in this jumble of facts if they are
imposed by a narrator, and right from the start the readers

can observe several--sometimes contradictory--methods of

coming to terms with chaos through emplotment. In certain
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versions, deaths which might have been absurd are re-inter-
preted so that they then correspond to well-known myths. Or
they become so famous that they become myths in their own
right in "a world of reinvigorated myth."'® As Paul Fussel]
writes, "At the same time the war was relying on 1inherited
myth, it was generating new myth, and that myth is part of
the fiber of our own lives."'

Since in times of war official propaganda can hardly ever
be trusted, word-of-mouth communication becomes the breeding-~
ground of new myths. In The Wars,

What you have to accept at the outset is this: many
men have died 1ike Robert Ross, obscured by vio-
lence. Lawrence was huriled against a wall--Scott
entombed in ice and wind--Mallory blasted on the
face of Everest. Lost. We’re told Euripides was
kKilled by dogs--and thisall we know. The flesh was
torn and scattered--eaten. Ross was consumed by

fire. These are like statements: ’pay attention!’
People can only be found in what they do. (11)1

John F. Hulcoop has pointed out the importance of paying
attention to Findley’s words, and in this case the narrator
does not really have to draw the readers’ attention to the
rather obvious mythical connotations of Ross’s ordeal by fire.
But the reader should also “"pay attention” to the sentence
following the reminder, which sounds like a truism at first
sight: it is, however, not necessarily true that people can
only be found in what they do, if what we understand by doing
is nothing but visible physical action. Actions as well as

passivity can be seen from many perspectives and can be
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interpreted in many different ways; they can be emplotted into
various versions of the same story.

The second section of Part One shows the narrator at the
archive trying to reconstruct an age from its fragments, but
this reconstruction can only be a reconstruction in our time,
taking into account and reflecting the present context in
which it is undertaken. We, the readers, live after all in the
age of Star Wars rather than in that of trench warfare. When,
in the third section, the narrator tries to analyze a photo-
graph, he cannot abstract from the quality of the paper on
which it has been printed: "The year itself looks sepia and
soiled--muddied like its pictures” (11). Another photograph
at which the archivist is looking seems to exist nowhere but
in the narrator’s imagination. The section is set apart from
the rest of the text, and its quality as a commentary given
here in our time is indicated by its being set in italics:

Robert Ross comes riding straight towards the
camera.... There is mud on his cheeks and forehead
and his uniform is burning--long, bright tails of
flame are streaming out behind him. He leaps through
memory without a sound. The archivist sighs. Her
eyes are_lowered above some book. There is a strand
of hair in her mouth. She brushes it aside and turns
the page. You lay the fiery image back in your mind

and let it rest. You know it will obtrude again_and
again until you find its meaning--here. (12-13)

As indicated, it 1is quite doubtful whether the photograph
commented upon here really exists outside the narrator’s
imagination. And as he mentions, it is here, in the present,

that he has to come to terms with the past. Be that as it may,
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the realism even of photographs seems to have become doubtful
during the Great War: soldiers who had been avid photographers
before the War gave up on this supposedly realistic way of
rendering reality after they were confronted with the reali-
ties of trench warfare.1®

Half a page further into the novel, the readers are
confronted with another case of the unreliability of photo-
graphic documentation even in peaceful times: because handi-
capped children are not part of life as it should be, Robert
Ross’s hydrocephalic sister Rowena is never shown "in photo-
graphs that are apt to be seen by the public" (13). Photo-
graphs may speak for themselves, but most of the time someone
has selected those we are given. Still, Lorraine York shows
that photographs can be seen as "the main structuring prin-
ciple of the novel and the source of Findley’s terse and
strikingly visual style."'7

The second half of this section of the novel consists of
another type of quasi-factual information: the transcript of
a tape recording. The transcript may be accurate, but the lady
interviewed has to admit that her memories are not: "At least
that’s my memory of it--the way it was, " she says. "You get
them all mixed up, after so Jlong a time..." (16) She 1is
introduced as Marian Turner, the nurse who took care of Robert
Ross after his arrest (15), and this reference is the first

one in the novel pointing forward to his later "criminal“
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offence. The sections following the transcript fill 1in the
reasons for which Robert has left his home--his shock at his
hydrocephalic sister’s death, the dominating personality of
his mother--and his military training and sexual initiation
on the prairies. In the same way that Robert had become very
much attached to animals at home--his sister’s rabbits--and
on the prairies--the horses as well as the wild coyotes--, on
the voyage to Europe he feels a close kinship to the horses
accompanying the Canadian soldiers. This motif of companion-
ship between man and animal, probably the Canadian counterpart
to the "Arcadian recourses” typical of World War I English
literature,'® shapes the whole novel, of course, and it
Justifies in a way the murder or manslaughter that Robert
commits later on, when he tries to save the horses from
senseless destruction.?®

Part One of The Wars is thus a collection of historical
reconstructions built around documents found in an archive or
around tape recordings made by the narrator. Although the
sections are not always arranged in a chronological order,
they still provide enough information so that by the end of
Part One, the reader has a good impression of the Canadian
past that Robert Ross leaves behind when he embarks for the
battiefields of Europe. The feeling of departing from a world
of tradition and innocence is also reflected in such literary

references as his dead sister’s Scottian name, Rowena (the
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purity of the Middle Ages can only be found in Canada), and
his fellow officers’ reading of books such as George Alfred

Henty’s With Clive in India or--even more fittingly--wWith

Wolfe at Quebec. Paul Fussell counts Henty’s books among "the

tutors”™ in the special diction associated with “the quiet
action of personal control and Christian self-abnegation.., "2
Within The Wars, Captain Ord’s commentary after having been
criticized for reading such childish fare as Henty’s books
adds to the irony of the situation: "Ord said hoarsely that
since he was going to do a boy’s work he must read the ’stuff
of which boys are made’ and smiled” (58). Like many others,
Robert himself is unable to sum up his feelings on the way to
Europe in an adequate way. In a Jletter to his father he
reverts to such false phrases as "So--adios! as the bandits
say” (52), which is somewhat reminiscent of (and perhaps
parodies) the tone of such patriotic writings as Ralph

Connor’s The_Sky Pilot in No Man’s Land. Later he sums up the

transatlantic passage in about a dozen lines (68), sustaining
Fussell’s judgment that "any historian would err badly who
relied on letters for factual testimony about the war, "2!
Part Two starts with another reference to an imaginary
picture: "There is no good picture of this except the one you
can make in your mind” (71). Pictures aré inadequate, and so
is language. When the narrator tries to describe the Flanders

mud, it turns out that "There are no good similes. Mud must
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be a Flemish word"” (71). The other human senses have to
respond to new and unknown impressions, too: “"There was a
smell that Robert could not decipher” (74), the smell of
chlorine gas. But suddenly a new section (no. 6) starts with
the statement that "The front, after all, was rather com-
monplace” (83), and 1ife in the dugouts in a way succeeds 1in
shoring up the rest of civilization into a parody of home 1ife
including pictural fragments from a church window and the
animals (amongst others the toad) that Captain Rodwell keeps
alive. Levitt tries to convince himself-~-through Clausewitz--
that "’the whole war can be carried out as a serious, formal
minuet...’" (92)

While the first half of Part Two is set in Flanders and
develops more or less chronologically, sections 10 to 12 fill
in important information about Robert’s preceding stay 1in
England and his acquaintances there, before section 13 re-
locates him in Belgium, precisely on February 27, 1916. At the
end of section 9, something unspecified reminds Robert of his
Canadian 1idol, Captain Taffler, and of his friend, Harris,.
This also triggers memories of his first encounters with
Barbara d’Orsey, his future lover then still accompanied by
Taffler, and with her sister Juliet d’Orsey, the companion of
his 1ast years, without whose help the reconstruction of

Robert’s 1ife would have been impossible for the narrator.
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Trying to establish connections between the documents in
the archive, the narrator has to admit to certain probiems in
the imposed chronology here: "The dates are obscure here--but
it must have been mid-January, 1916 since Robert’s tour of
duty began on the 24th of that month"” (94). Even the first
meeting between Robert and Barbara d’Orsey is clearly seen as
reconstructed from a later point of view at which it has
become clear that their acquaintance developed into a love
relationship even though "Nothing happened this first time
they met"” (97). Section 11 introduces another voice, that of
Juliet d’Orsey who--as a young girl--had also fallen in love
with Robert. The narrator’s voice is still discerniblie in this
section, introducing Lady Juliet, and so helps the readers to
locate him in our present time (at least later than 1969) by
the remark that, having finally located Lady Juliet in London,
“You feel 1ike Aldren (sic) on the,mbon” (99). The next
section gives us what can be taken to be her own recorded
voice.

Lady dJuliet’s transcript 1is full of references to
Victorian and Edwardian literature and society, showing how
society 1in the novel sees 1itself and 1is seen through a
literary perspective. The homoerotic relationship between
Juliet’s adolescent brother and his friend is mirrored 1in
their nicknames, Oscar and Bosie (102), which refer back to

Oscar Wilde and his homosexual lover Lord Alfred Douglas. In
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this context, the protagonist’s name, Robert Ross, 1is an
interesting choice, too, as--in addition to being Wilde’s
literary executor-—-the Canadian Robert Ross was one of the
first of his male lovers.?? Inserted into the transcript are
"editorial” bits of information by the narrator, which tie the
action of the novel in with historical facts and establish
connections with real and imagined writers 1involved in the
fighting, e.g. on July t, 1916:
This is perhaps as good a place as any to point out
that Lord Clive Stourbridge, Juliet and Barbara’s
eldest brother, was one of the Cambridge poets whose
best-known work—--like that of Sassoon and Rupert
Brooke--had 1its roots in the war. Other poets who
were present on the First of July, besides Stour-—
bridge and Sassoon, were Robert Graves and Wilfred

Owen. Both Sassoon and Graves have written accounts
of the battle. (103)

Here the fictional action of the novel 1is interspersed with
actual names and facts which are easiliy recognizable as such,
so that a new, parodic perspective is created that--although
false~--can serve to elucidate the truth. Here we hit once
again upon the problem of reference discussed in Chapter 2:
although the text uses fictional characters in a fictional
situation, it 1is also meant to refer readers to a real
historical situation.

Juliet’s references go beyond contemporary literature,
however, and include ancient mythology. Speaking about her
sister’s consecutive love affairs with soldiers doomed to die,

she compares her to Ariadne: "Ariadne and Dionysus. Well-—-it’'s
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not a bad ahalogy. Yes? Deserted by one god--she took up
another."” One might wonder, though, whether the next sentence
is not an inadvertently parodic connection of the Dionysus
myth with the mythical phoenix figure: "Every year, Dionysus
was destroyed and eVery year he was born again from ashes”
(105).

While a photograph in the archives co-opts Robert Ross

for the 1imperial tradition expressed 1in Benjamin West’s

painting of The Death of General Woife (49)--a painting, by
the way, that seems to have developed into an important topos,
a "pan-Canadian icon,” in Canadian literature?--a conversation
between him and Barbara d’Orsey shows that he has grown wary
of such a tradition:? l

Barbara said to Robert: you may not reaiize,
Lieutenant Ross, that General Wolfe was born at
Greenwich. No. Robert hadn’t realized. Yes, said
Barbara. Then he grew up and got your country for
us. Robert said: No, ma’am. I think we got it for
him. We? Barbara asked. Soldiers, said Robert. It
was the first time he’d truly thought of himself as
being a soldier. (108)

And as being a Canadian, one is tempted to add.

The end of this section, the narrator insists, already
points forward to "the end of the story” (108). This remark
should be taken as another hint that, in spite of the some-
times unorthodox order of the book’s sections, there is a
narratorial instance--what Vauthier would call a scriptor--
controiling all the different styles and voices and con-

trolling also the establishment of narratorial frames.
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Part Three differs from the preceding parts of the novel
in that it covers a much shorter duration of time in a minute
fashion that is often reminiscent of the film technique of
slow motion. The part stretches from Monday, February 28, 4
a.m. to Wednesday, March 8, but most of the action takes place
between the explosion of a devastating land mine at 4 a.m. and
Robert’s unfortunate killiing of an apparently friendly-minded
German soldier around 1 p.m. on February 28.2%° Whereas there
had been a discernible--though not an identifiable--nar-
ratorial voice so far, Simone Vauthier points out as a charac-
teristic feature of Part Three the relative absence of the
organizing voice of the narrator. This part of The Wars is
thus the only one that corresponds to reader expectations
concerning historical novels. It is

la seule séquence qui vise a la transparence du
récit historique, la seule donc qui 1immerge le
lecteur dans le passé et sa folie sur une assez
longue durée de lecture.?®

In spite or because of the rather detailed descriptions,
it is difficult to arrive at a coherent view of trench
warfare: "Everything was out of sync” (114); ski poles are to
be found at the bottom of mine craters (122). Sti1l, some life
forms succeed 1in surviving: Robert’s soldiers even live
through a chlorine gas attack by making use of substances
produced by their own bodies (i.e., urine). When, at the end

of his tour of duty, Robert returns to England, he has with

him Captain Rodwell’s sketch book, and he finds that he
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himself is the only human being that his friend had thought
worthy of 1inclusion together with the animals he had drawn.
Once again, Robert Ross 1is included in a frame, put 1in a
perspective, that goes beyond the narrow and destructive
concerns of human beings.

Part Four consists of a long transcript of a present-day
recording of Lady Juliet reading from and commenting on her
journals. She refers to herself at the time of Worlid War I as
a "malapert dwarf with a notebook” (143). Her perspective on
the affair between Robert Ross and her sister is that of a
youhg inexperienced girl, so that it cannot be surprising that
personalities such as a certain Mrs. Lawrence and a Mrs. Woolf
are mentioned 1in passing only, although such personalities
would invite further comments/emplotments to be made during
the reading of the old journals. Lady Juliet’s comments while
reading from her notebooks indicate that some of the informa-
tion given earlier about Robert’s meeting Captain Taffler 1in
Alberta probabily came from her 1in the first place. The
existence of the narrator 1in the background, arbitrarily
arranging and re-arranging bits of information, whether they
be important or not, becomes blatantly obvious in the commen-
tary at the end of this parﬁ of the novel:

So far, you have read of the deaths of 557,017
people--one of whom was killed by a streetcar, one

of whom died of bronchitis and one of whom died 1in
a barn with her rabbits. (158)
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Resembling in its structure the first two parts of the
novel, Part Five consists of fifteen numbered sections and an
epilogue. At the beginning, we see Robert setting out for the
trenches again, and at the end he 1is dead, having "died of
wounds” inflicted on him not while fighting against the
Germans but while fighting to uphold his companionship with
his fellow creatures, the horses. By raping him in the baths
at Désolé (a harsh parody of the Arcadian motif of “soldiers
bathing"?),?” his fellow officers had proved to him that
companionship amongst human beings was not to bé counted on.
When several horses die because of a captain’s obstinate and
wrong orders, Robert kills him and deserts: "Then he tore the
lapels from his uniform and left the battlefielid” (178). Here
the piece of the narration that also serves as prologue to the
novel (re)appears at its proper place in the book.

In the next section (no. 12), one sees how the story of
the rebel develops into myth: "Here is where the mythology is
muddled” (183). There are various versions of what happened;
they are corroborated by "withesses,” but none of them appears
in the transcript of the court martial against Robert. He was
almost killed when the soldiers pursuing him set fire to the
barracks where he and the horses that he had liberated were
hiding. The horses were "all of them standing in their places

while they burned” (186), but "Robert turned the mare and she
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leapt through the flames--already falling--with Robert on her
back on fire."?®

What 1is corroborated by his nurse in The Wars is that
later, when given the chance to end his l1ife painliessly, he
rejects the offer. While Barbara d’Orsey obeys the mythical
model and leaves him for another good-looking hero from the
“colonies,” the dashing "Lieutenant-Colonel Albert Ritten-
house--an Australian who had won much praise and two decora-
tions for valour at Gallipoli” (189), Juliet takes care of him
until he dies. The gravestone ijnscription devised by Juliet
unites him with the four elements, "EARTH AND AIR AND FIRE AND
WATER" (190).

The epilogue of the novel presents Robert in a photograph
holding "the skull of some small beast--either a rabbit or a

badger” (190): a new version of the old et in Arcadia ego

theme. A guotation by a--probably fictional?®--author reinfor-
ces the importance of the experience of death. It seems to
address the reader or researcher directiy:

Then you remember something written 1long after
Robert Ross was dead. It was written during another
war--in 1843--by the 1Irish essayist and critic
Nicholas Fagan. This is what he wrote: ’the spaces
between the perceiver and the thing perceived
can...be closed with a shout of recognhition. One
form of a shout is a shot. Nothing so completely
verifies our perception of a thing as our killing
of it.’ (190-91)

This quotation (or invented quotation), too, widens the scope

of the novel so as toAinc1ude other wars. But, seen from
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Robert Ross’s point of view, which was all in favour of 1life,
especially of animal 1ife, this quotation--which almost works
as a caption to the photograph of Robert and the skull--is
wrong, 1if not bitterly 1dronic. What Robert had wanted to
establish was peaceful coexistence of man and animal, certaih—
1y not verification that equals extermination. We have already
seen that photographs can be integrated into a parodic
perspective by family members, and, of course, archivists can
do the same thing when they establish connnections between one
"archaeological” find and another one.

Then the narrator observes the archivist closing her
book, but a last document 1is to be seen, and it 1is nhot a
public, historical one: it is a private photograph, as it
shows Roweha who was always hidden away from the public eye,
and it shows 1ife: "Look! you can see our breathi!” (191) What
overcomes the destruction of war is thevpersona1 caring for
other 1iving beings.

Simone Vauthier has written the most elaborate anaiysis
of The Wars’ narrative structure or what she calls its
"narrative stances."®® She differentiates between the novel’s

first- person narrator (her I-narrator), an historian who

addresses an anonymous researcher as well as his readers, and
an impersonal narrator present 1in the overall narrative.

Behind the scenes she posits the existence of a scriptor, an

1

"authority superior to both narrators, "3 who arranges and
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numbers the section of the novel 1in "gestures of appropria-
tion."%% 8She compares his method of taking bits and pieces of
information and re-arranging them into something new to that
of Lévi-Strauss’s bricoleur, but of course it is also that of
the parodist.

Although The Wars 1is also a hovel dealing with the
private 1ife of Robert Ross and the response of this sensitive
young man to the Great War, it should first and foremost be
seen as an historical novel about the inhumanities of war and
the casualties it inflicts on men and nature, as a nhovel, too,
which "implicitly claims that it illuminates the past better
than history”®® by showing how 1ife (human and animal) is

really affected. As the references to Paul Fussell’s The Great

war and Modern Memory have shown, it exemplifies and 1in-

tegrates into itself many of the outstanding features of Worlild
war I literature. Sister M.L. McKenzie in her essay "Memories
of the Great War: Graves, Sassoon, and Findley," illustrates
to what extent Findley follows the model set by these English
war poets, whose nhames have already been mentioned by Lady
Juliet.® 1In fact, 1in the early manuscripts of The Wars

Findley mentions Robert Graves’s Goodbye to All That as one

of the models on which his writing is based.?®®
By imitating texts 1ike this one and by integrating their
features into a Canadian perspective--in short, by parodying

them from a Canadian point of view—--The Wars becomes a moving
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document--albeit a fictional one--of Canadian participation
in the Great War and also of rising Canadian nationhood. The
~Canadian point of view was already present in some of Find-
ley’s material: among the sources that he lists are wartime
letters from his uncle and a book written by one of his fellow

soldiers, Raymond Massey’s When I Was Young. By integrating

these materials into his narrative, Findley shows us to what
extent war memories are subjected to the same “literary"”
forces of remembrance, conventionalization, and mythologi-
zation® as other memories that are written down in order to
be transmitted to later generations.

Sister McKenzie’s analysis of novels of the Great War
also justifies the reading of Findley’s novel as parodic. She
speaks of "Findley’s debt to the tradition that Graves and
Sassoon helped to initiate,"” and also of "his own contribution
to that tradition, "3 of the way "Findley adapted these motifs
to his own fictional purposes,”®® thus of repetition with a
difference. Robert’s companionship with animals mentioned at
the beginning of this chapter may be based--as Sister McKenzie
points out--on Robert Graves’s “"own sympathy for animals in
the midst of war."®® But the intensity of this companionship
is also what makes Findley’s text into a repetition with a
difference: the North American coyote does not have 1its
counterpart 1in European Tliterature and mythology. Thus,

McKenzie claims,
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the coyote 1is perhaps the best 1indicator of an
important difference between Findley’s novel and
the earlier accounts. While the animal world is a
cherished reminder of a past that is lamented by
Graves and Sassoon, the figure of the coyote brings
into play the reader’s hopes and fears for the
future....The strong 1ink between Robert, the
preserver of horses, and the coyote, adapter and
deft pupil of his own experience, encourages us to
conclude that the novel’s view of the future is more
optimistic that (sic) the author’s gloomy musings
in the interview might otherwise suggest,*®

As writers such as Timothy Findley obviously cannot have
first-hand experience of the Great War, all documents that
they can work with are first of all textual and have to be
dealt with in the same manhner as any other textual material:

...by purely literary means, means which necessarily
transform the war into a "subject” and simplify its
motifs into myths and figures expressive of the
modern existential predicament. These writers
provide for the "post-modern” sensibility a telling
example of the way the present influences the past.*!

Simone Vauthier shows how and why Findley, as such an
author with what--taking his contemporary environment into
account--one might call a "post-modern sensibility,"” re-writes
a traditional war story from an unusual point of view, which
gives him a new perspective on aspects of warfare that are not
generally mentioned in politically oriented histories: .

History excludes what is extrasystemic in relation
to a given system of interpretation, i.e. of values.
Just as the military account of the tragedy could
not but leave out much that was 1important, so the
dominant narrative concerned with Canadians in World
War I naturally tended to suppress the disturbing
memory of an aberrant violence which followed
neither the approved channels of patriotic murder
nor the customary ways of resistance to ’the wars.’4%?
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There are, Vauthier suggests, other forces behind historical
movements than those acknowledged.

Since modernist poets such as T.S. Eliot and Ezra Pound
wrote their masterpieces in the aftermath of the Great War,
their cosmologies could only be held together through the
parodic use of myths, especially 1in the case of Eliot’s
“mythical method."“*® This mythical method stiil worked for
these ’'modernist’ writers whom Findley parodies, but it no
longer works in the world of his own narrator and scriptor.

Simone Vauthier also identifies yet another--in terms of
this study, parodic-—-strand in the narrative of The Wars:
while the narrator represents the perspective of a younger
generation, the two women interviewed bring in a female point
of view, a perspective that is often neglected in writing
about war:

...they can re-define Robert Ross’s gesture and
through their combined (re)telling, make available
to the present day its positive affirmation within
negation.**

Even if few single works are directly parodied in The
Wars, parody as the re-working of a genre, or parody as re-
reading of history, 1is the technique employed by Timothy

Findley in this novel. The traditional war novel is repeated

not only with a difference but certainly with a vengeance.

In a remark that seems prophetic, if we consider Timothy

Findley’s subsequent writing of The Wars and Famous Last
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Words, Paul Fussell comments on the literary tradition that
world War I writers could fall back on in their search for
models. For us,

...the literary scene 1is hard to imagine. There was
no Waste Land, with its rats’ alleys, duil canals,
and dead men who have lost their bones: it would
take four years of trench warfare to bring these to
conscioushess. There was no Ulysses, no Mauberley,
no Cantos, no Kafka, no Proust, no Waugh, no Auden,
no Huxley, no Cummings, no Women in Love or Lady
Chatterley’s Lover....%

As if to respond to Fusselli’s comment and to show how one of
the works mentioned has influenced the contemporary perspec-—
tive on "The Wars,” Findley’s book on World War II, Famous

Last Words,*® is Hugh Selwyn Mauberley’s report on an inter-

national Fascist conspiracy before and during World war II,
or--more precisely--it is his version of events as it is read

by two American soldiers. Famous Last Words is not Findiey’s

first novel to 1include references to Nazi Germany: in The

Butterfly Plague, Findley had already included some aspects

of the Nazi regime and its attractiveness for some Americans.
Like The Wars and most of the other Findley novels, Famous
Last Words gives the readers a peculiar and unusual perspec-
tive on the action portrayed. While The Wars had focused on
the cruelties of World War I and their effect on a young

Canhadian, in his later Not Wanted on the Vovage, Findley’s

main interest changes from recent history to the mythological
story of Noah’s Ark, but once again as seen from a new, now

feminist, point of view. In a sense, Findley here takes up the
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tendencies that existed already 1in the transcripts in The
wars.

Famous Last Words 1is the most disturbing of Findley’s

novels, as it so clearly mixes the spheres of literature and
history, re-writing history as we know it. The name of Robeft
Ross in The Wars may well have been chosen to remind us of
Oscar Wilde’s Canadian homosexual lover, but this kind of
knowledge is not necessary for an understanding of the novel.
The mixing of fact and fiction—--what Simone Vauthier, speaking
about The Wars, calls “"(the fictional use of) the non-fiction-

al"4’"--reaches a new quality in Famous Last Words, and it

becomes nowhere so obvious as when Ezra Pound and Hugh Selwyn
Mauberley, for whom John F. Hulcoop coins the paradoxical term

of fictional fact,*® discuss politics in the latter novel. And

whereas the subsumption of old stories and the arrangement of
parodic layers had still been relatively easy to detect in The

wars, Famous Last Words, although it seems to make things easy

again by filtering everything through the single perspective
~of Mauberley’s writing, leaves many structural and many more
thematic questions open than the novels treated so far.
Findley on the one hand clearly goes back to "scientific”
historical sources and writes a novel that resembles a history
book with a popular appeal, while on the other hand he makes

it blatantly obvious that Famous Last Words is everything but

such a history book.
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Because it integrates elements of both factual history

and the world of fiction, Famous lLast Words--following the

example of The Wars and surpassing it—--parodies two different
types of writing. While it has always been permitted 1in
historical fiction to invent characters and let them interact
with real 1ife politicians and statesmen, Findley’s Mauberley
is a new and special case because he, although never having
existed, has become a mythical figure that evokes the leading
representatives of literary modernism, especially of course
that of his original creator, Ezra Pound: Hugh Selwyn Mauber-
ley as a myth is more tangible than many real persons may ever
have been. The mythical figures in The Wars had only served
as a backdrop, but here the mythical persona through whom
everything is seen in the novel differs from other figures who
were invented by their authors only to reflect a certain point
of view in a certain literary work. Findley here perfects a
technique that Marie Vautier sees at the centre of the fiction
written by other Canadian novelists such as Jacques Godbout
and Rudy Wiebe:
Whiie commenting upon two important historical
and political events, the narrators of both noveis
[Les Tétes & Papineau and The Scorched-wWood People]
are working within a given mythological system and
working out a new mythological system. The act of
myth-making is central to their texts: they self-
consciously blend fiction and history to create or
recreate myth. The textual flaunting of historical
allusions and ahistorical illusions, however, goes
one step further: the narrators present themselves,

as well as their texts, as a mixture of fictional
elements and historical personnages [sic].*®
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Swift’s Gulliver and Grove’s Wawa-quee, both mentioned above,
were created with the express purpose of allowing their
" creators to shed some oblique 1light on their own societies.

Beyond being incorporated into Famous Last Words for such

direct purposes, Mauberley also brings along with him into the
new work a whole range of intertextual and mythical associa-
tions. These intertextual relations can be exploited and to
a certain extent modified, but intertextual characters and
plot elements also Tive lives of their own, which--while still
under the control of the writer--can no longer be reduced to
what they were in the original sources. As Coral Ann Howells
puts it in her excellent essay on Findley’s historical novels,
they are fictions that rewrite history in order to
give significance to past events by creating
patterns which reveal essential truths about human
nature that can only be distilled through time and

presented through art.%°

In Famous Last Words, Ezra Pound’s Mauberley, the

decadent and disiliusionhed would-be artist mostly known for

the film (a parody?) Stone Dogs based on one of his novels,

is involved (so at least he claims in his "famous last words"”
engraved on the walls of an Austrian hotel) in a world-wide
conspiracy--or cabal, as he calls it—--of business and society
leaders with pro-Fascist ileanings, who want to form a totali-
tarian Europe without condoning Hitler’s excesses. The Duke

and Duchess of Windsor, i.e., the former King Edward VIII of
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England and his American-born wife Wallis, were-—-knowingly or
unknowingly-—-at the centre of these plans.

As the novel Famous lLast Words integrates much factual

information 1into 1its re-working of historiography, this
interpretation will first focus on the parody of non-fictional
models. Later, the parodic reaction to 1literary models,

especially Pound’s Hugh Selwyn Mauberley, will come into

focus. Taking some of the non-fictional works about the main

"real” characters in Famous Last Words, such as the Duchess

51

of Windsor’s The Heart Has Its Reasons, her husband’s A

King’s Story,% walter Schellenberg’s memoirs® or Frances

Donaldson’s Edward VIII,% into account, one is first of all

struck by the factuality of much of the contents of Findley’s
work. The story of King Edward VIII’s abdication for Wallis
Simpson 1is generally knhownh and can be verified 1in many
different sources. The inclusion of episodes set in China in
the 1920s 1is justified by the fact that Wailis Simpson spent
some time in Shanghai and Peking in the early 1920s, meeting
some of the leading Italian Fascists there. Most of the
novel’s principal characters are drawn from real life: Hess,
Ribbentrop, Schellenberg, Ciano, Churchill, Pound, Oakes,
Christie, Bedaux. Many of the actions reported really took
place: King Edward VIII sailed on the Nahlin; after his

abdication he visited Nazi Germany; he and his wife went to
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Spain and Portugal before being persuaded to accept their
posting on the Bahamas.
Some of the most improbable and seemingly fictionalized

incidents in Famous Last Words stem directly from the author’s

non-fictional sources. In these historical, biographical and
autobiographical works, several elements are to be found that
are just waiting to be woven into the plot of an international
conspiracy. For example, the Duke and Duchess’s pro-German
tendencies and their acquaintance with leading Fascists were

well-known: 1in his recent book, The Duchess ' of Windsor,

Charles Higham even claims that
It was widely believed...that Wallis was by now
[1936] having an affair with Ribbentrop and that he
was paying her directly from German funds in Berlin
to influence--as if that were necessary--the king.?55
The Duchess of Windsor points out that Churchill was afraid--
and 1if Higham’s 1information 1is true, rightly so--that her
husband might be abducted from Portugal by the Germans and
put back on the English throne as an English counterpart of
Quisling or Pétain. As for the Duke’s thoughts, she mentions
that
It is David’s conjecture that the Germans were
behind the Spanish Government’s offer; that they
had 1in some way Tlearned of, or suspected, the
dispute between him and Churchill; that they hoped
in some way to exploit his mood of dissatisfaction.
That suspicions such as Churchili’s can be integrated into

historical visions that seem almost as fantastical as Find-

ley’s 1s proved by "non-fictional” sensationalist works
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published before Famous Last Words or after it, such as Peter

Allen’s The Crown and the Swastika’’ and Charles Higham’s

biography of the Duchess of Windsor. Higham refers to recently
declassified information which indicates that Wallis may even
have been spying on British naval officers when she was fn
China.®®

The new perspective from which Findley, or rather his
narrator, sees the story of the Duke and the Duchess of
Windsor serves in fact to integrate many so far inexplicable
incidents and occurrences lifted from historical sources into
a coherent whole. Even events that did not seem to have
anything to do with Edward and Wallis’s role in the cabal--
such as the murder of Harry Oakes, which according to Findley
was the original nucleus of the novel®®--are irresistibly drawn
into the net of the Penelope conspiracy, as is the anti-
Fascist demonstration of a young Italian poet which--to abide
by the "facts'--had taken place a decade earlier.® Mauberiey’s
perspective that Findley gives us 1is not yet that of an
omhiscient narrator, although such a voice exists in the
novel, too, and will be dealt with later.

It is Hugh Selwyn Mauberley who claims that all the
incidents that he writes down on the walls of the Grand
Elysium Hotel in the Tyrolean UnterBalkonberg belong together
and form parts of the one great cabal. He becomes the ar-

chaeologist of his own past, the historian highlighting
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certain elements, suppressing others. Mauberley is one of the
few characters 1in the novel whose existence 1is obviously
fictional. A11 the information that the reader gets from the
walls is his (as long as we are willing to accept that no
subsequent reader, neither the apologetic Lieutenant Quinn nor
the adversarial Captain Freyberg, has tampered with the
"facts"). Mauberley has imposed the narrative perspective on
the events, but on the other hand he claims that he is only
an ignorant lowly member of the cabal, and that even politi-
cians of Ribbentrop’s calibre were not yet at the top edhe]on
of the conspiracy. Still, the perspective he 1imposes on
history 1is much more coherent than that achieved by the
scriptor of The Wars. And as David Williams mentions, he
seemingly draws all other narratorial instances (except for
Freyberg) into his plot: "Narratively speaking, Mauberiley
himself must then be the whole cabal, since he is the only one
who knows everything that is going on."®
The only certainty we have about Mauberley 1is that--
literally and literarily speaking~-he is the creation of Ezra
Pound--by now surrounded by an almost mythical aura. And in
his writing that he leaves behind, he tries to enhance this
aura: the second of his epigraphs that Quinn discovers
represents an existential truth in addition to being a tongue-
in-cheek comment of an artist on his own work of art:
... a sentence scrawled outside the disciplined

alignment of the others and set there like a bear
trap to catch the reader unaware.
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s

Quinn read, "is

"A11l 1 have written here,’
true; except the lies.” (59)

It is not surprising that a novel that deals with the
attractiveness of Fascism for leading figures especially in
American society has as its protagonist a character created
by Ezra Pound, who himse]f is the most notorious American
writer to have come under the spell of the totalitarian
regimes. In addition to also being a character in the novel,
Pound becomes important on a parodic level, because it 1is his
literary work that is used as a model parodied in order to
provide Findley’s novel with a structural underpinning.
Mauberley, the American expatriate novelist, who dabbled in
aestheticist poetry but never wrote the true work of art that
was in him, now finally writes a text that shows something
that his aestheticist poetry produced in London (and his two
novels that were guite successful otherwise) could not: human
concern, and "So after years of silence, Mauberley was a
writer at the last" (58).

While the order of the sections in The Wars seemed more
or Jless arbitrary so that the reader accompanied the
researcher 1in the process of writing, and while no clearly
dominant voice was discernible, the events depicted 1in
Mauberley’s "fresco" are printed in the order that they (the
product of Mauberley’s memory or fancy) are read by Quinn,
one of the American soldiers who discover his mangled corpse

in the Grand Elysium Hotel at the end of World War II. This
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demolitions expert is an intellectual who had admired Mau-
berley’s writing and who is thrilled by this last Titerary
- production of his idol. Originally, these events seem to have
been written down in their chronological order, dating back
to 1924, but even though the connection between the events
depicted 1is not necessarily obvious to the reader from the
beginning, Mauberley has clearly chosen them for a purpose:
generally, they show him in contact with other members of
Penelope, the cabal; sometimes, however, he writes about
goings-on between other members, and one wonders from whom he,
the supposedly lowly member of the group, would have got this
kind of 1information. As Mauberley had said, “All I have
written here is true:; except the lies,” and so the descrip-
tions of conversations between the Duke and the Duchess of
Windsor may be based on 1inside information or Jjust pure
imagination. The same goes for meetings between German Nazis
such as Schellenberg, later to be the head of Hitler’s
intelligence service, and the Reich’s foreign minister,
Ribbentrop (e.g., 380-382), the latter of whom cleariy is a
member of Penelope, and the former of whom may be one, if he
has not taken over the whole doomed organization in a way
similar to the one in which Mauberley has taken over nar-
ratorial control.

The text that the reader may or may not believe to be a

true transcript of the writing on the wall 1is read and
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commented upon by Quinn and Freyberg, the American soldiers.
Quinn, the artistically interested intellectual, reads it as
the last and monumental statement of a great writer gone
astray, whereas Freyberg is doubtful about its veracity and
reads it with the distance of a historian looking for proof
and documentation. However, whereas Quinn “does not distin-
guish what may or may not be taken at face value"® and thus
is willing to let himself be persuaded or convinced of Mauber-
ley’s innocence of Nazi crimes, Freyberg--aware of the danger
of apologetic writing--has in fact pre-judged the writer and
is reading the text only for corroborating evidence. Thus
neither of them will be able to abstract from the material an
unbiased view: probably no unbiased history can be written
about these times; at least not by any "historian” presented
in the novel. We see, too, that a parody of historical docu-
ments can be accepted by some readers and rejected by others.

Quinn and Freyberg’s discovery and reading of the writing
on the wall takes place after Mauberley’s death and is
obviously part of the text that is not filtered through
Mauberley’s perspective. Thus the existence of an omniscient
narrator must be posited, a narrator whose reliability is of
course as uncertain as MaubérTey’s or, for that matter, that
in The Wars.% This narrator provides the frame of the story,
starting with a prologue entitied "1910" (1-2). This prologue

shows the suicide of Mauberiley’s father, who leaps off the
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roof of the Arlington Hotel in Boston. Mauberley, who is the
only witness, is forever marked by the experience that this

suicide was a purposeful act:

"He who jumps to his death has cause,” [a message
addressed to him by his father] said. "He who leaps
has purpose. Always remember: I leapt.” (2)

The main part of the novel consists of eight parts
grouped around sections of Mauberley’s text as they are read
by Quinn:

1: 1910 [Boston]
3: ONE: March, 1945 [Rapalio]
[- M. and Pound part ways]
37: TWO: May, 1945 [Grand Elysium Hotel]
[- M.’s corpse discovered]
59: THREE: 1936 [frame: Hotel]
60: Dubrovnik: August 17th, 1936
66: China: August, 1924
77: Rapallo: March 7th, 1936
84: Venice: May 5th, 1936
94: The Nahlin: August, 1936
106: Paris: September, 1936
108: Nauly: September, 1936
121: Paris: December, 1936
157: FOUR: 1937-1940
167: Spain:1937 :
176: Madrid: June, 1940
186: Berlin: July, 1940
187: Portugal: July, 1940
218: FIVE: 1940
222: Berlin: August, 1940
237: Excalibur: August, 1940
255: Italy: August 1940
265: SIX: July 4th, 1941
293: SEVEN: 1941
301: Germany: May, 1941
304: England: 1941
309: Nauly: November, 1942
317: Berlin: 1942
323: EIGHT: 1943
384: Apriil, 1945
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While Quinn’s reading of Mauberley’s epigraph from the Book
of Daniel is included 1in the omnisciently told Part 2,
starting with Part 3 the sections written by Mauberley are
typographically set apart from the "omniscient” narratorial
text by means of lines of asterisks. At the end of Part B,
after Mauberley has finished the history of the conspiracy
named Penelope, the omhiscient voice takes over again, showing
how Mauberley 1is killed by the Nazi and/or Penelope henchman
Harry Reinhardt and how Freyberg’s version of history that
focuses on the Nazis’ guilt is already--in May 1945--replaced
by postwar anti-communism that 1is no longer interested in
discovering Nazi crimes and connections. The novel ends with
Quinn’s reading and dating Mauberley’s epilogue:
Thus, whatever rose towards the light is left
to sink unnamed: a shape that passes slowly through
a dream. Waking, all we remember is the awesome
presence, while a shadow 1lying dormant in the

twiiight whispers from the other side of reason: I
am here., I wait. (396)

Although he never refers to Mauberley 1in particular,
James Longenbach claims that in Pound’s as well as in Eliot’s
" poetry their interest 1in history 1is one of the shaping
influences. He asks,

What...are the interpretive strategies by which
Pound and Eliot include history in their poems? What
is the status of historical knowledge in their work?
What are the philosophical underpinnings of their
conceptions of history?%*

Speaking about their point of view as "existential

historians"”, Longenbach remarks that
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Since the historian’s job is to breathe the 1ife of

the present into the past, the past and present are

consequently mingled into one unified whole,®5
This mingling is what takes place in Mauberiey’s writing on
the wall.

The fact that Quinn dates the epilogue suggests that he
sympathizes--if only for aesthetic reasons--with Mauberiley’s
interpretation of history: this document, which was seen only
by a handful of American soldiers, will "sink unnamed" and be
forgotten as if it had never existed. But what we are left
with is the uncanny feeling of having witnessed evil. Quinn’s
narrativebframe has been sucked into Mauberley’s that it was
meant to contain. On the one hand, he has accepted Mauberley’s
point of view and, by dating or practically signing it,
parodically integrated it into his own perspective. On the
other, Mauberley seems to foresee and parody in advance any
future reader’s (in this case, Quinn’s) attempts at Justifying
his ways by 1integrating that reader 1into his version of
events, making him "a belated, if inadvertent, member of
Mauberley’s narrative cabal."®®

Dennis Duffy distinguishes between three streams of
narrative 1in the novel, two of which coincide with those
identified above:

Mauberiey’s wall diary; the account of Mauberley’s
earlier 1life and the activities of Quinn and
Freyberg after his death; scenes appearing alongside

the diary passages but which Mauberley could never
have known or witnessed.®’
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There can be no objection to the first two levels of narrative
mentioned by Duffy, and a lot speaks in favour of an omni-
- scient narrator in charge of those "scenes appearing alongside
the diary passages...” If we are 1looking for a coherent
reading of the novel and do not want to postulate the exist-
ence of "an invisible creator convey[ing] implicitly a sense
of himself as the unmoved mover behind the briefer narrative
of Mauberley, "% these scenes become a problem, because they
seem to lead us back to a looser structure reminiscent of The
wars, 1n which not every section could be allocated a nar-
rator. But such a reading would be too dependent on strategies
of writing that are based on literary realism, a mode that
Findley and many modernist texts have long left behind. Seeing
that most of these passages take place well before Mauberley’s
death 1in May 1945, and taking into account Mauberley’s not
necessarily reliable perspective, one might interpret these
scenes as unintentional hints on Mauberley’s part at his much
deeper involvement in the cabal.®® Furthermore, as E.F. Shields
points out, "Rather than succeeding in spite of the inconsis-

tencies in point of view, Famous Last Words in good part

succeeds because of them."7°
wWhile Mauberley’s ambition was "to describe the beauti-
ful," Dorothy Pound had discovered with her husband by the
end of World War Il that
down went all the old necessities for Titerature;

all the old prescriptions for use of the written
word; all the old traditions of order and articu-
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lation fading under the roar of bombast and rhe-
toric. (5)
For this reason, Pound had replaced poetry with pro-Fascist
propaganda, leaving poetry behind for politics. But propaganda
is not the only form of writing that can become important,
even deadly, as Mauberley is soon to find out. Making his way
through Italy to the relative safety of the Austrian border,
he is hunted by Estrade, the same Spanish Nazi agent whom the
Nazi Walter Schellenberg had smuggled 1into the Duke of
Windsor’s household 1in Portugal earlier on and who was to
mastermind the Windsors’ kidnapping. This woman wants to get
hold of "his nhotebooks, his years and years of jottings and
annotations” drawn from his "privileged relationships with
rpeop]e whose 1lives could now be ruined”:

The woman in the moleskin coat wanted not only to
ki1l him; she wanted to kill his words as well. (21)

Estrade, though, has not been able to get hold of the
notes which--in whatever form: embellished, re-written, or
revised?~-have been turned into Mauberley’s fresco which 1is
introduced by the most famous epigraph to have foreshadowed
doom: the quotation from the Book of Daniel (5.5):

In the same hour came forth fingers of a man’s
hand, and wrote over against the candlestick upon
the plaister of the wall of the king’'s palace: and
the king saw the part of the hand that wrote.!

This quotation (52) sets the tone for Mauberley’s text, and

the ensuing biblical words of Jjudgment--"MENE, MENE, TEKEL,

UPHARSIN” (Daniel 5.25)--are written into the sky and into
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Mauberley’s text by the young Italian poet whom Findiey has
transplanted from 1931 Fascist Italy to 1941 Nassau (iron-
ically the date is July 4). With the biblical motto "Thou art
weighed in the balances, and art found wanting” (Daniel 5.27)
in mind one does not necessarily have to agree with Captain
Freyberg that “This[,]...whatever story it tells, will end
with an apology” (54). Still, at the outset Quinn is "abso-
lutely certain he would exonerate Hugh Selwyn Mauberley"” (58).

Starting with his biblical epigraph, Mauberiey has
emplotted his story in a certain way: putting himself in the
tradition of a biblical prophet is a way of shunning all
responsibility for what one may have brought about; but
emplotment, the manipulation of historical data so as to make
them fit a certain interpretation, is also a parodic stra-
tegy--another repetition with a difference. Furthermore, the
biblical overtones and the surroundings of the
Nahlin cruise in the Mediterranean tempt Mauberley to instill
even more literary elements into his emplotment of chronolo-
gically arranged historical data so as to arrive at "the
coherence of myth”’? and finally at an “interpenetration of

3

fiction and fact, history and mythology."’® Mauberiey is

arguably more adept at thié than Juliet d’Orsey had been 1in
The Wars:

And vet I liked this coast--its legendary cast.
This place was once Illyria, Lady. Mythic. Well
chosen for the king in hand, since this was where
they had deified Pan. Well chosen, too, for my sake,
I thought--since somewhere south of Dubrovnik was
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the cave where Cadmus had been transformed into a
serpent (dragon?) who was made the guardian of myth
and literature....Folklore had it that Cadmus was
the Phoenix, or a sort of lizard-Lazarus, rising
from the flames of some forgotten human rebellion;
an assurance that, in spite of fire, the word would
be preserved. And it was then I decided what my
disguise might be for that incognito rendezvous. I
should play the serpent’s part. (62)

In the end, Mauberley dies, and doubts are in order as to
whether he (or even only his message) will be reborn from the
ashes of World wWar II. Anyway, Mauberiley supposedly writes—-
or re-writes?--this text in 1945, so this may well be an ex-

post facto mythification, especially since he-~or rather his

creator--seems to have read Frances Donaldson’s 1974 remarks
on the Nahlin Jjourney:
For this journey was the beginning of what would so
shortly be the end, the point at which every
historian writing of the Abdication must inevitably
start.’

But even by the time about which he writes here, he has
become aware of the existence of the fnternationa] conspira-
cy, and Isabella Loverso has called him "one of us” (93).
Talking about the "mythical couple” of "the goiden king” and
his lover he remarks that "This was the new mythology, I
thought. Homer might have written 1it"” (63). Findley here uses
his own "mythical method"” in having Mauberley structure his
narrative according to Homeric myth. In an interview, he
himself says:

I'm interested in icons. It is the repose of
an icon that interests me. Somewhere in Famous Last

Words there is a moment where a character says that
if this were the Trojan War you would choose your
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jcons this way. And that’s what Mauberley is doing.
He’s saying that if this is the Trojan War, "Who is
Helen?" Okay, it’s wWallis Simpson [...]. Now, a 1ot
of people no 1longer recognize Wallis Simpson as
being as powerful as she actually was. They think,
"What a silly creature to have chosen!” But,
ironically, Wallis Simpson was one of the great
icons of that age, without any question, and there
is no question she pulled together the focus of what

was going on in Britain....’®
The first 1longer excerpt from the fresco that Quinn
reads—-"Dubrovnik: August 17th, 1936" (60-64)--thus already
points to the various levels of parodic emplotment that can
be identified in the novel: on one level, we have Mauberley
emplotting his own 1ife so that it becomes an apology (in
Freyberg’s reading) or an exoneration (in Quinn’s reading);
on a second level, there are Quinn ahd Freyberg in the act of
interpreting this material; and on a third level--which is in
fact the deepest~reaching one--there is the author re-arrang-
ing the historical "facts"” according to his artistic plans.
This combination of historical events with the fictional
character of Mauberiley still reflects the model of the
narrative situation of a Scottian or Luk&csian historical
novel: although the hero 1is drawn into the main historical
process--he receives a telegram from Wallis Simpson, his
former lover and now the Jlover of the English King, inviting
him to join the two on their cruise-—-he remains at the margin

of the 1important political decisions. Soon, however, his

parodic integration will become much deeper.
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The second excerpt that the readers come across in the
Grand Elysium Hotel--"China: August, 1924" (66-76)--deals with
Mauberley’s 1924 1love affair with Wallis in Shanghai, the
eastern city that stands for the uprootedness of post-World
War I Western societies and for the lost generation: "in this
microcosmic hell the age I lived in was being defined...” (68)
The excerpt provides us with an intriguing free variation on
certain bits of information about Wallis’s obscure activities
in the Orient. Was she a spy or a whore? Was she invoived in
drug peddling or politics?

After the report on Mauberley’s relationship with wWallis
in China there 1is a twelve-year gap 1in the chronology of
Mauberiley’s text, before he writes about a 1936 visit with the
Pounds in Rapallo (77-83), during which Pound’s reaction to
the Germans’ re-occupation of the Rhineland and the general
political evolution of Europe are summed up in one sentence:
"Let them march and make their wars and get it over with....
Then we can finally come to the only subject that matters:
money"” (79). Mauberiey denies Pound his originality, claiming
that he 1is an "intellectual poacher” (80), but Pound’s
poaching would be just another instance of parodic thinking.
wrong-headed as Mauberley’s former mentor may be, he knows

about the power inherent in writing, even in Mauberiey’s: "You

done pretty well with your words,” he remarks. "Seems to me
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I've seen a few corpses floating in your wake from time to
time"” (82).

In the next excerpt, set first 1in Venice (84-94),
presumably fictional English friends criticize Mauberley for
his pro-Fascist views, but Isabella Loverso, widow of a former
associate of Mussolini’s, informs him of the existence of
“friends with whom I think you should speak"” (93) and thus
opens the world of a Fascist, but probably anti-Hitler, cabal
to him. Now Quinn has caught up in his reading with the events
leading to the invitation to join the royal couple at Dubrov-
nik so that from now on almost all entries are read, with some
exceptions, as they were supposedly written by Mauberiey,
i.e., in their chronological :order. Mauberley describes his
meeting Edward VIII and Wallis and then goes on to depict--
from an omniscient perspective that he should not have-—-a most
intimate scene between Edward and his mother, Queen Mary, that
involves a dress-maker’s dummy representing "the Queen” (103).
This dummy will play an 1important part in Edward’s 1life,
personifying the often inhumane demands that the State puts
oh the sovereign-—-demands that Edward will shirk by abdicating
for wWallis.

The next sectionh Mauberley finds worthy of inclusion 1in
his version of history is Wallis’s Paris meeting with her
husband, Ernest Simpson, during which she wants him to agree

on their divorce that will free her to marry the King (106-
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108). Mauberley once again plays a role subservient to the
real actors: once again, as when he had qualified his own
relationship to wWallis as "the way dogs have of loving the
feet at which they 1lie” (64), he uses a canine metaphor in
order to describe himself in relation to her (106).7® 1In
Mauberley’s view, Waliis finds out for the first time that
there may be large stumbling blocks in her way, stumbling
blocks the removal of which is beyond her powers. When Simpson
lets her know that the only reason for which he does not sue
her 1is that “the law does not allow [him] to name the King
as co-respondent,” she has to admit to herself that "history
might have aces up its sieeve” (107).

Mauberley’s description of a meeting beﬁween his former
friend Edward Allenby, the--fictional’’--Parliamentary Under-
Secretary of State for Foreign Affairs, and Charles Lindbergh
(Nauly: September, 1836 [108-1211), 1is once again based on
facts insofar as Lindbergh did indeed visit England during
Edward’s reign. These facts are then emplotted in such a way
as to turn Lindbergh, who had been the Nazis’ guest at the
Berlin Olympics, 1into an agent of the cabal who wants %o
convince Allenby to join Hess and Ribbentrop in the conspiracy
in which,

"There’s more at stake than England,” he said. "And
more at stake than Germany."” For the first time, he

looked directly into Allenby’s eyes. "And more at
stake than America.” (114)
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In Paris (121-156), Mauberley is meanwhile reeling from

Julia Franklin’s devastating criticism in the New York Times

under the title “HUGH SELWYN MAUBERLEY: OUT OF KEY WITH HIS
TIME" (128). This is the first time that a direct quotation

from Pound’s Hugh Selwyn Mauberley is parodically integrated

into the text.”® Although he is shocked, Mauberley has to admit
that “very much of it was true” (129). In spite of his
condemnation by the intellectuals and unbeknownst to them, he
rises in the ranks of the cabal: Isabella Loverso introduces
him to Charles Bedaux, the American businessman' with close
Nazi connections, in whose chateau Wallis and Edward finally
get married. The American also shows him a telegram inviting
Wallis to be his guest at the chateau; he wants Mauberiey, her
old trusted friend, to draw her (and her future husband) into
the cabal: "And that is where you come into the story" (139).

This 1is in fact the moment at whfch the frames of
narrative clearly lose their distinctness, because we recog-
nize that Hugh Selwyn Mauberiley knows much more than a lowly
member of the cabal would be expected to know. That the real-
life Charles Bedaux had far-reaching business and political
plans involving the Duke of Windsor and his Nazi sympathies
is stated by Donaldson, who refers to the Duke’s "long-term
political possibilities if he could stage a comeback,"7??
Accordingly, Mauberiey goes to Cannes and on his way is

photographed in his Daimler as "what appeared to be the late
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King Edward VIII riding in the back seat. In fact it was
nothing more than his picture, blown up to cover the entire
front page of Le Monde. Smiling” (143). Mauberiey here gets
caught in an obvious blunder in his emplotment, as Le Monde,
in addition to never having photographs on its front page;°°
was founded as late as 1944 and thus did not even exist 1in
1936. The attempt at increasing the respectability of his plot
by integrating a well-respected newspaper fails.

Mauberley convinces Wallis to overcome the momentary hate
she feels for the man who by abdicating for her has deprived
her of the chance of ever becoming a queen and to marry him
anyway: “"There is nothing now that is impossible. Oniy so long
as you marry the King"” (144). She then accompanies the former
King to Germany on a visit arranged by Bedaux. While she is
more or less aware of the cabal, according to Mauberley "the
Duke in no way knew of the other forces at work around him”
(147). He still thought that he was dealing with Hitler only.
To Quinn, however,

...how it was clear that a force more potent than
the fleeting Nazi forces of that moment had been
involved in using him--and though it was clear both
Bedaux and von Ribbentrop had pulied the strings for
whatever that potent force had been--and was—-
someone, too, was pulling their strings. And the
reach of the cabal was becoming truly alarming--
precisely because its edges could not be seen. (148)
Quinn is relieved, though, that "Mauberley’s only role had

been to play the messenger.” Still, Mauberley 1is also the

narrator of what he has 1intentionally emplotted as a myth,
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and Quinn correctly states that "Mythology can have two

meanings, that’s all. I mean...I mean--The Iliad, The Odys-

sey...I mean...there was a Trojan War. The Trojan War did
happen” (150). What we know and remember of the Trojan War
today, though, is not the war that happened, but rather the
war as it is depicted in Homer’s epics.

In his discussions with Freyberg, Quinn sticks to his
position that Mauberley’s version 1is truthful ("Tell the
truth. About himself. Including the mistakes he made."” [154]),
but Freyberg continues to insist that what Quinn does 1is
"whitewash” 1it. The position of the readers 1is of prime
importance in the 1interpretation of historical documents,
especially so when these texts are not documents proper but
memoirs written with all kinds of personal motivations 1in

mind. Freyberg formulates the dilemma of the readers succinct-

ly:
"...Like you said, the story’s only half been
told....By the way--I’m assuming you mean we’ve only
just read half: not that he’s only told us half.”
(1556)

At the beginning of Part 4, Mauberley accompanies
Isabella Loverso to war-torn Spain (157-176) on a mission that
he does not fully understand, but which--as he later finds
out--concerns amohgst other things her anti-Fascist contacts.
Isabella Loverso, whose husband had been one of Mussolini’s
earliest followers before he was killed by the Fascists, tells

him what she thinks about historical myths and legends such
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as Mussolini’s famous March on Rome: "It is all a legend, you

see? A story--though people who were there and saw him riding
tell you that he walked...." (160) She, too, has started
weaving herself into a mythical story, referring to herself
as "The spoils of war" (162) and inviting Mauberley’s commenf:
“Andromache."” She, too, knows about the power of written
texts, as her husband had been a poet who became proof "that
mere human beings can be so afraid of the written word they
will Kil11l to be rid of it" (166).
when he comes back to Madrid in 1840 (176-186), Mauber-
ley finds a live example of a people re-writing its history
and trying to find a suitable method of emplotment: "My
suspicion was they had not yet decided how to tell their
stories: how to relate what had befallen them” (176). 1In
Madrid, he also rejoins the Duke and Duchess of Windsor. With
a quite tumultuous past behind them, they have found ways of
re-shaping their personal histories:
One night, Wallis told the story of her 1life and
left out China. I was very hurt. Then the Duke toid
the story of his life and left out having abdicated.
wallis was very pleased. Nonetheless these stories

told the temper of the times and the motto we had
adopted: the truth is in our hands now. (177)

This motto might of course be that of Mauberiey’s complete
writings on the wall and of Findley’s book as a whole. Judging
by what Frances Donaldson has to say about the Duke’s "small

adjustments to the past which render his version of it
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unreliable,"® it is also true of the real-life Duke in his
post-war French exile.

In Madrid, at a party, Mauberiley overhears Ribbentrop
and the Windsors and finally realizes that the cabal to
replace the Fascist leaders with the Duke and the Duchess is
the outcome of words he had written himself without being
aware of their power. He had called for "a new kind of
leader...whose very presence makes us rise” (180). It is his
cabal after all; he has written it, and now the characters
take off on their own.

“So this is history as she is never writ," he comments,
and predicting studies such as the present one, he continues,

Some day far 1in the future, some dread academic,
much too careful of his research, 1looking back
through the biased glasses of a dozen other "“hi-
storians”, will set this moment down on paper. And
will get it wrong. (180)

While he has not yet taken any direct responsibilities
for the actions of the cabal, Mauberley claims the credit for
having come up with 1its name--a mythical one, of course--
Penelope (182).

In the following two sections Mauberley once again
relates events at which he obviously was not present. The
short excerpt entitled "Berlin: July, 1940" (186-187) shows
the SS agent Walter Schellenberg setting out from Berlin to

"kidnap the Duke and Duchess of Windsor and bring them back

into Spain” (187). Schellenberg, in this version, is certain
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that he is fulfilling a task handed down from Hitler himself,
a task the fulfiiment of which will increase his and his boss
" Himmler’s prestige at the expense of Ribbentrop’s Foreign
Office. The section on the foiled kidnapping incident 1in
Portugai (187-217) seems to be based on historical facts so
far as Schellenberg’s involvement is concerned, but the abduc-
tion of the Duke and Duchess by British soldiers cannot be
substantiated. Although somewhat unwillingly, Edward finally
accepted the post of the Governor General on the Bahamas and
agreed on leaving on a boat rather unsuitably named Excalibur.
The rumour of a kidnapping by the British intelligence service
that Schellenberg had invented in order to motivate the Duke
to fall 1in with German plans seems to have impressed the
Windsors.® Mauberley turns it into a full-fledged episode that
in its turn can be used to explain some of the Duke’s unor-
thodox behaviour later on.

According to Frances Donaldson, the Schelienberg episode
made it quite obvious that the Windsors could not have had
close connections with the Nazis. Findley (or 1is it Mauber-
ley?), by integrating this episode into an even targer frame,
that of Penelope, relativizes Schellenberg’s importance (for
the time being) and thus disqualifies--in his fictional (?)
universe--what Donaldson calls "more positive evidence,. "83

At the ensuing meeting in Berlin (222-236) of Schellen-

berg, Estrade and Ribbentrop, Schellenberg has to realize that
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in Portugal he had been playing Ribbentrop’s game, too. Such

an interpretation of the events 1in Portugal has in fact also

been made by Peter Allen, who claims in his book The Cross and

the Swastika—-~-published after Famous Last Words—-that
... Schellenberg’s mission for Ribbentrop was to be
something of a side-show, a bit of window-dressing
for Ribbentrop’s benefit, while the real business
in Portugal was going on with top Nazis involved in

far-reaching peace hegotiations arranged by the
8S/SD, of which Ribbentrop was largely unaware.?

not know that the Duke of Avila, tﬁe brgépectivg host of the
Windsors in Spain, 1is a member of the cabal, but he 1is 1in
possession of a slip of paper bearing the word Penelope in
wWallis’s hand as well as a drawing of Ribbentrop’s coat of
arms. This discovery causes much hervousness 1in the German
wing of Penelope.

Describing another visit to the Pounds (255-264),
Mauberley relates their reaction to Trotsky’s murder, a death
that foreshadows his own at the hand of Harry Reinhardt.
Trotsky’s notebooks were burned, another ominous paraliel to
the fate of Mauberley’s notes. Fortunateily, the burning did
not have the same consequences for Mauberley’s work that it
had for Trotsky’s, because unbeknown to his murderer, Mauber-
ley had copied all the 1information on to the walls of the
Grand Hotel. In the end, however, his writing will be 1lost,

too, because this proves to be politically expedient.
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While Wallis’s activities for the Red Cross and other

organizations are well documented, the Spitfire Bazaar (265-

298) 1is probably Findley’s 1invention, as are de Broca’s
biblical writing in the sky and the Dickensian Little Nell
who 1lived by the "theory...that you could sum up the age you
lived in by reading its walls" (275).

In some events of Part 7 of Famous Last Words, Mauberiley

is personally involved whereas in others he acts as a kind of
omniscient narrator. Rudolf Hess’s flight from Augsburg to
Scotland took place, of course, as did his interrogation by
MI5 agents. In order to tie this event 1into his story,
Mauberley claims that one of them turns out to be Harry
Reinhardt, who in the course of the novel acts as a henchman
for Penelope and the Nazis as well as the British secret
service. In the 1light of recent publications in connection
with Hess’s death in Berlin, Findley’s "novelistic” version
seems rather tame compared with some of the theories put
forth.® Mauberley himself, while visiting the widow of his
former friend Ned Allenby (309-316), discovers for the first
time that the 1information contained 1in his notebooks may
endanger private life: when she finds out about his connection
with Fascist sympathizers who were responsible for her
husband’s death, she suggests he commit suicide. He has a more
pressing duty on behalf of Penelope, though. Sir Alan Paisley,

whom Hess had tried to contact 1in Scotland, sends him to the
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Bahamas to contact the Windsors in order to arrange for their
return to Europe. While the cabal still seems to be working
on this level, the excerpt about the German wing (317-322)
shows that Schellenberg is on the verge of dismantling or
taking over Ribbentrop’s organization.

In the last part of the novel, Mauberley finally cannot
avoid giving up the stance of an uninvolved artist who acts
only as a go-between without being actually involved in the
cabal: in order to keep the Canadian millionaire Harry Oakes
from finding out about the planned departure of the Duke and
Duchess from Nassau for Europe, he orders Harry Reinhardt to
ki1l Oakes. He realizes that by ordering a murder, he abandons
his stance as an observer and becomes involved 1in shady
dealings: "“Hugh Selwyn Mauberley--poet, novelist, critic,
polemicist and winner of prizes, inciuding both the Puilitzer
and the Concordia--sat amongst the whores and lighted a ciga-
rette” (359). Having Killed Oakes, Reinhardt 1illustrates
Mauberley’s depravity by making him Tick Oakes’s biocod off his
hands, thus finally drawing the poet into the criminal actions
involved 1in the cabal. The rest of the story about the
Windsors’ aborted return to Europe 1is told from a European
perspective, as a discussion between Ribbentrop and Schellen-
berg. Schellenberg now has gained the upper hand and tells the
Foreign Minister that Edward and Wallis are not coming to

Europe because "We have other plans, now" (380). It does not
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become clear whether--as Ribbentrop fears—--"Schellenberg had
found the upper echelon” (381)--or whether the SS had taken
over the lower echelons of Penelope in order to further plans
to make Himmler the new Fuhrer.

There 1is no happy ending to the story of Wallis and
Edward as it is told by Mauberley; neither is there one for
Mauberley himself, of course. He knew that Schellenberg’s
agents were following him, and the last thing he could hope
for was to finish his text. The omniscient narrator describes
his death, but the readers within the novel as well as the
outside reader wonder, "Had all the truths been told? Had
everything been said?" (385) As Freyberg and Quinn find out,
it does not really matter. Before we can understand the past,
we have to get used to the fact that it is constantly being
re-interpreted, put into new frames that make old ways of
looking at things obsolete. Parody being heaped upon parody,
it seems impossible to arrive at any truth that is not a
parody. Eugene Benson points out that the literary frames can
often contribute more to a truthful picture of the past than
the authorized histories or biographies. In the case of the
Duke of Windsor’s autobiography, for example,

Even the most casual reading of...A King’s Story,
demonstrates that he left "most of the story out”;
Famous Last Words puts it back in and in playing

games with the evidence Findley’s duke becomes more
real than the duke of unedited History.®8®
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So far, it has been stated that Mauberiey’s voice, which
claims to be marginal to the political actions involved, is
" the only one in the novel (except for that of the omniscient
narrator, of course). Timothy Findley himself remarks that
“Mauberley didn’t come in until about the third draft, as the
unifying voice, to keep the whole thing in one voice."®
According to Eugene Benson, Findley had first tried to write
the novel through the perspectives of the Duke and the
Duchess: he

seems originally to have intended using them as
personae through whom he could reach 1into the
international capitals of Europe to explore the
nature of fascism and its influence.®®
But finally, Findley states, having gone through five dif-
ferent modes of writing, "I came upon Mauberley and realized
I had found the perfect voice to narrate the story."®® The
only way to make the necessary connections was probably
through Findley’s invention of a fictional character, for--as
he says--"you can’t grab from real people what you can from
people whose lives have been put down in this organized way,
‘and that is the value of the novel."% whereas other contem-

porary writers provide several voices 1in their novels, at

least the writings on the wall 1in Famous Last Words are

clearly dominated by this one perspective. The scriptorial
scaffolding is different here from that erected in The Wars,
because here the scriptor (if he exists) is not the only

element to keep the parts of the narrative together.
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According to Findley, once he had discovered Mauberley’s
voice, clearly a pure1y literary influence, “"then I put 1in
" everything that Pound had put into Mauberley."9' At this level,
the literary work becomes as important, if not more important,
than the historical one as the underliying model to be parodied

in Famous Last Words. Findley says that

I was slavish to the poem sequence, to the detriment
of the book, so I'm told. I wanted to get every bit
of that poem in there.%
Far from being detrimental to the general structure of the
book, this combination of non-fictional and fictional modeis
integrated into one coherent work keeps readers on their toes
questioning every "fact"” mentioned as well as every literary

allusion, disorienting them insofar as they never know how to

read the text and what level to emphasize 1in their reading.

The parodic style of Famous Last Words differs from that

of other novels 1in that the literary model imitated is not
prose fiction but rather poetry. The Jlanguage of poetry,
depending on verbal constructs different from straightforward
prose, poses several problems for the parodying novelist, as
poetic constructions cannot always be easily 1imitated 1in
prose; on the other hand, poetical constructs such as meta-
phors offer the parodist the chance of parodying them through

literalization.
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In his essay, "Eye-Deep 1in Hell: Ezra Pound, Timothy
Findley, and Hugh Selwyn Mauberley,” Stephen Scobie con-
tributes to the study of 1intertextual connections between
Pound’s poem and Findley’s novel by pointing out that “"what
distinguishes Findley’s Mauberley, ultimately, from Pound’s
is the greater strength, thoroughness, and ... heroism of his
beafing witness. "% Scobie points out that the repetition of
part of Pound’s "Envoi" at the beginning of the China section
is "the longest quotation from Pound’s poem in Mauberley's own

text,"? and that the title Stone Dogs of Mauberley’s novel

refers back to a line in Hugh Selwyn Mauberley.® The novel

became a success in its film version (thanks to Bette Davis),
but in the context of the poem such a "prose kinema" 1is
probably nothing more than a valueless parody of real life,
"a mould in plaster, / Made with no loss of time."?

Coral Ann Howells calls Findley’s method of incorporat-
ing Pound’s Mauberley into his own writing, of using Pound’s
original text as a “catalyst” for his re-interpretation of
history, "allusive,"%” but the term parodic is more adeguate
in the context of this study. Her identification of Findley’s
appropriation and 1literalization of Pound’s metaphors s
fascinating, and the following interpretation owes much to her
essay "’'History as she 1is never writ’: The Wars and Famous

Last Words."” Howells has produced a solid contribution to the

debate that Hulcoop had foreseen,
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as to whether Findley’s Mauberley, hunted and
haunted inscriber of "the ultimate graffiti” (...)
bears any resemblance to the fastidious fragments
of Pound’s 1imagination immortalized 1in the poem-
persona with the unforgettable name of "Hugh Selwyn
Mauberley. "%

Pound’s Mauberley, the parodic foil of Famous Last Words,

is of course a series of intertextual parodies in its own
right, as critics such as John Espey, Hugh Witemeyer, Jo
Brantley Berryman, and many others have shown.®® It is based
on the Odyssey in a way similar to Joyce'’s “parodic” use of
Homer.'® One has to admit, though, that Findley’s Mauberiley
himself 1is hardly an Odysseus character: born in a Boston
hotel, he does not have an ancestral home to return to, and
his Penelope leads him into death.

Pound’s poem also contains parodic references to Gautier,
Flaubert, Gourmont, and to many classical sources. It thus
becomes a good example of what Pound himself had called
"eriticism in new composition, "% proving that "every literary
composition may become...an explicit or implicit commentary
upon some part of the existing literary tradition."'%? 1In
- addition, one canh establish parodic relationships between the
two parts of Mauberley. Humphrey Carpenter states that

The second half of Hugh Selwyn Mauberley seems to
begin the whole enterprise again, for it 1is headed
’Mauberley (1920)’ as if it were an entirely
different work. In fact this second section is

almost a mirror image of the first, revisiting it
and sometimes guoting directly from it.19
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Quotations referring to English poets of the 18%0s and
to Pound’s (Mauberley’s) contemporaries in the first part
. return in the second part, "Mauberiey (1920)," 1in order to
compose a picture of Hugh Selwyn Mauberley as the conven-
tional, unimaginative, and unproductive poet of the early
twentieth century. Especially the "Envoi” section of the first
part, which parodically subsumes the history of English verse,
can be seen to be parodically reflected in Mauberley’s "Me-
dallion,” in which--in John Espey’s words--"the scene of the
Envoi 1is rehandled with unconsciously ironic emphasis on
bookish precision Tlacking any awareness of invitation and
passion. "104

Since the artistic co-operation of Ezra Pound and T.S.
Eliot in their writing is a well-documented fact, and since
both have created long poems about artist figures, it seems
guite natural to draw paraliels between J. Alfred Prufrock and
Hugh Selwyn Mauberiey 1in reiation to their creators. At least
according to some critics, there are close parallels between
T.S5. Eliot’s voice and that of his persona, J. Alfred Pruf-
rock. Hugh Selwyn Mauberley, on the other hand, is rather an
antithetical product of Ezra Pound’s imagination, however far
onhe 1is willing to extend his own voice--to the detriment of
Pound’s--in the poem.'%® Pound insisted that "Of course, I'm

no more Mauberley than Eliot is Prufrock."' For this reason,

the existence of both Pound and Mauberiley 1in Findley’s
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universe and a discussion between the "real” Pound and his
alter ego--or, as Berryman claims, his "ironical foil"1%--seem
rather appropriate. Pound remarked about the first part of
Mauberley, "E.P. Ode pour 1’Election de son Sepulchre,” that
“The worst muddle [the critics of Mauberley] make is 1in
failing to see that Mauberley buries E.P. in the first poem;
+108

gets rid of all his troubliesome energies.

In Famous Last Words, Mauberley does not bury his mentor;

he is even survived by him, and as he is survived by him, it
becomes clear that--as in real life and to the detriment of
his reputation~-Pound overcomes that phase in his work and
life 1in which he was 1ike Mauberley. But although Pound
~survives, David Williams 1is certainly right 1in pointing out
that in the poem "Pound 1is the one who comes to kKhow himself
through his character’s failure, while in the novel it is
Mauberiey who 1is thought to have found himself through his
summing up."1°°

One can identify the Mauberley phase in Pound’s career
with the imagist phase of his writing, which was followed by
the vorticist phase, when he grew tired of the poetry of his
fellow imagists and Amygists and insisted on the difference
between the active conception of poetry (vorticism) and the
mere reception of an impression (imagism).''® John Espey, for

example, makes the distinction between the latter phase in

which Pound became “the active instigater,” the man who Jeft
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poetry for politics in the end, and the former one of "the
passive aesthete,” between
Pound, the poet of "love, passion, emotion as an
intellectual instigation,” and Mauberley, the poet
of "aesthetic receptivity of tactile and magnetic
values, of the perception of beauty 1in these
relationships. "

Hugh Witemeyer equates Mauberley’s passive aestheticism
with Walter Pater’s impressionism of the "aesthetic critic”
who regards "all the objects with which he has to do, all
works of art, and the fairer forms of nature and human life,
as powers or forces producing pleasurable sensations.”''? It
is Mauberley, Witemeyer claims, who “falls victim to a
Paterian aesthetic based too exclusively on a ’special
impression of beauty or pleasure.’”'® Still, as Berryman
points out referring to Flaubert’s and Joyce’s "impressionist”
technique that influenced Pound, he "does not oppose Impres-
sionism 1in toto, only certain phases of it."'' Mauberiey
becomes "what Pound terms the inferior impressionist."''® While
Part I of Mauberiey "criticizes and rejects the milieu it
describes, in Part II Mauberiey himself accepts it and tries
to survive in it without combating its faults."11®

Even the sometimes difficult question as to whose voice
we hear in the Mauberley poems''? finds its parallels in the

critics’ varying and uncertain responses to the "omniscient"”

parts of Mauberley’s writings on the wall 1in Famous Last

Words. "E. P."” who, according to almost all critics of Hugh
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Selwyn Mauberley, 1is something 1like the persona that Ezra

Pound had sloughed off by leaving London, had been "“For three
~years, out of key with his time"” trying "to maintain ’the
sublime.’ "8 Findley transfers these characteristics to his
Mauberley in the newspaper article that the journa]ist'dulfa
Franklin writes about him. Franklin states that Mauberley
. ..appears to be totally unaffected by the march of
events. Instead, he avoids all confrontation with
his diminishing talents by spending an inordinate
amount of time with the dissolute aristocracy of
-faded England and with the moralily bankrupt crew
that mans the élite but sinking lifeboat of a
Fascist—-dominated Europe.... (128)
Except for the last sentence, this might be a prose version
of what Pound--in the voice of Mauberley--has to say about "E.
P.," who equally "Unaffected by ’the march of events,’
...passed from men’s memory"''® thirty years earlier, while the
real Pound left London for Paris and finally, as we see in the
novel, for political action in Italy.

Sections II to XII of the poem, which generally are
assumed to represent Pound’s London contemporaries and
predecessors whom he decides to leave behind, provide Findley
with more models inviting parody-—-on the level of contents as
well as on the level of formulation. Pound’s references to
World war I (sections IV and V) might as well refer to World
War II. Coral Ann Howells has shown the multi-layered meanings
of Pound’s 1ine about those who "walked eye-deep in hel1"120.

Pound’s image ’'eye-deep in hell’ 1is both [sic] a

metaphorical description of Mauberley’s situation
as he writes in the prison of the Hotel Elysium and
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also finds its hideous concretisation in the manner
of Mauberley’s death in the novel, from an ice-pick
through his right eye...?!

. But first Mauberley sees himself "caught in the eye of one
who cannot 1ie"” (129), Julia Franklin.

Mr. Nixon in the ninth section of Mauberley, generally
identiffed as the commercially successful Arnold Bennet, gives

the advice to "Butter reviewers....",'” which in Famous Last

Words is taken up not by Mauber]ey himself but by Hemingway.
After being 1insulted by a Spanish aristocratic lady whose
Fascist relatives had been killed by the Loyalists, Hemingway
bribes all journalists present by inviting them for drinks,
so that the event blows over unreported (125-129).

In the second part of Hugh Selwyn Mauberley, i.e., the

part entitled "Mauberiey (1920)," Pound induiges in parodic
se]f—quotation, "His true Penelope/Was Flaubert,” and then
continues, "And his tool/The engraver’'s.”"'?® Wwhile Pound’s
"self-depreciative sexual emphasis...undercuts the posturing
of the opening '0Ode’ it echoes and parodies, "'?* Howells points
out that

'his tool/The engraver’s’ becomes Mauberley’s silver

pencil...used to write his story on the walils of the

four rooms 1in the Grand Elysium Hotel....?
Section III mentions "The coral isle, the 1ion-coloured
sand, "'?®* which become, in Howells’ words, "the scenarios for

the Duke and Duchess of Windsor’s story, "'?’ but here we have

also a sketch of Mauberley’s growing "isolation,”"'?® of his
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"Olympian apathein,” "his final/Exclusion from the world of
letters." In Pound’s poem Mauberley’s writing ends up being
nothing more than "maudlin confession, "'?® and this evaluation
is more or less the same as Captain Freyberg’s judgment of the
writing on the wall.

There seems to be a Pound influence on Famous Last Words

even beyond the framed story told by a Pound character. The
writing on the wall is read and interpreted by two Americans:
Freyberg and Quinn. Quinn 1is clearly the one of them who is
more literarily and artistically incliined and wiﬁ]ing to give
Mauberley’s writing an unbiased and unprejudiced reading.
Eerily enough, his role as a friend of art in unartistic times
is reminiscent of the actions of his namesake John Quinn, the
“"New York Irish lawyer and art coliector who was patron and
financial godfather to old Yeats"” and also was an anti-Semitic
acquaintance of Pound’s.'® This John Quinn is also mentioned

in Pound’s poetry--not in Hugh Selwyn Mauberley, but 1in the

Cantos (12, 80, 103).

Canto 80 1is one of the Pisan Cantos written 1in the

Disciplinary Training Center, 1in which the Americans held
Pound at Pisa (see aiso 291 for a reference to his cage 1in

the frame story of Famous lLast Words), and according to John

Espey, there is a close relationship between these cantos and
the earlier Mauberley poem:
Pound, held in a prisonh enclosure, onhce again under

personal pressure, with almost no books, turns
repeatedly to the period of Mauberiey’s composition
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and to the years of which Mauberley was the culmina-
tion. "

In Canto 80, Quinn turns up in the company of many Fascists
of the time but is clearly not identified as such himself and
is only mentioned as a friend of the Yeatses. Quinn’s perspec-
tive in the novel is slightly more reliable than Mauberley’s
own, but on the other hand, although he 1is willing to give
Mauberley’s writing a fair reading, he shows that an unbiased
position is impossible as soon as one’s personal appreciation
of political writing that also figures as art is concerned.
The only way of shielding bgese1f from these influences is to
embed everything in the frame of a set political interpreta-
tion in the way Freyberg does. But even Freyberg has to admit
that his version of parody may easily be subsumed in another
one.

Thus the various levels of emplotment, the various
parodies from Mauberley’s, Quinn’s, Freyberg’s, and the
narrator’s point of view give us different versions of the
same “historical” events. Every one of these interpreters adds
another interpretive frame to the empliotment undertaken by his
predecessor. As pointed out in Chapter 2, Hayden White
differentiates between four modes which the emplotment can
follow: romance, comedy, tragedy, and satire,’®® a terminology
adapted to the Canadian context by T.D. MacLulich. Mauberley
himself emplots his story so that he becomes a major figure

in the international game. While he writes his text, Mauberley
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does not vyet know that he will be killed by the German
henchman: his story seems to belong to MaclLulich’s category
of the guest. Quinn believes this version, but as he knows the
outcome, the emplotment turns into an ordeal. Freyberg does
not accept the quest version proposed by Mauberiey; he remains
sceptical, but his own quest finally turns into an ordeal,
when his beiiefs, which had provided the impetus for the fight
against the Nazis, become inopportune.

The narrator finally fills in additional information, but
he refrains from taking a position. Parodying a point of view
means, as I have shown 1in Chapter 1, incorporating it 1into
one’s own view of things and repeating it with a difference.
An intention to change the text (and indeed the environment
into which it is implanted) is inherent to parodic strategies.

In the case of the outermost frame of Famous lLast Words,

uniess one assumes that not emplotting elements of a story 1is
a form of emplotment, too, there does not seem to be an
ultimately privileged point of view in the novel, even though
. I tend to agree with Stephen Scobie that "Findley does insist
on the moral dimension of the truth of Mauberley’s testi-

“133 There 1is no obvious intention visible, and this

mony .
leaves Findley’s non-emplotment open to criticism, because the
principle of "parodic glue” mentioned above gives the parodied
text (in this case, Mauberley’s/ Quinn’s) a certain amount of

power. If the narrator does not counteract this effect, and
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he does not do 1it, he (and maybe even the author) exposes
himself to criticism such as John Melmoths’s, who is unhappy
"with Findley’s view of history writing because he does not
answer the most important underlying question:
how could one "whose greatest gift had been an
emphatic belief in the value of imagination” be so
misguided or self-deluding as to "join with people
whose whole ambition was to render the race in-
capable of thinking"?'34
The answer to this question may very well be that his
gquest was the quest for the work of art, whether it be in the
form of writing or politics, that he, Mauberley, the aesthete,
did not see the evil purposes to which beautiful art could be
put, or that, if he knew 1it, he did not care. Quinn succumbs
to the same temptation as Mauberley, and the narrator does
not make his own position clear enough in the frame elements

that surround Quinn’s statement. After all, it is Quinn who

signs Mauberley’s last words in Famous Last Words.

Among the novels discussed so far, Findiey’s are clearly
the most sophisticated ones 1in parodic terms. He re-writes
historical as well as literary texts, combining them into a
new kind of writing that may be 1less accurate than purely
factual non-fiction, but he arrives--in the manner of D. M.

Thomas’s The White Hotel--at an artistic vision that 1is able

to render the human dimensions of recent history more tangible

than many scholarly books do. The Wars succeeded in making the
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historic events of World War I tangible in a novel about the
writing about the Great War. Although these events are
~accessible only through archives and documentary sources, they
can be re-created sixty years later. The models that Findley
integrates into his own works are real and fictional persons,
real and fictional documents, real and fictional quotations

(such as Fagan’s) and motifs. Famous Last Words, the novel

dealing with even greater problems of Nazism and World war I1I,
is the ultimate example of parody as a re-functioning of
textual models. It stands out from the novels discussed so far
because it combines in a new manner fictional and non-fiction-
al sources. Going beyond The Wars, it includes and integrates
not only fictional characters and motifs but also their own
acts of narration. The novel becomes metafictional also in the
sense that it takes a long--albeit, in John Melmoth’s perspec-
tive, shifty--"look at literature’s reshonsibiTities."”5

Findley may not answer all questions concerning literature’s
responsibilities in this novel (as poinhted out, there 1is nho
finally privileged perspective on the events), but he provides
a new, fascinating, and provocative context, which gives his
readers a new path of access to historical and ethical
problems that might otherwise be Jlost in sterile history
books, dealt with--as Mauberley had feared--by nobody but

"dread academics. "'3®
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Findley is, so the title of this chapter suggests, a
modernist. Can such a classification be upheld in the 1light
of an approach that claims that most narraiors of The Wars are
clearly our contemporaries 1lost in the maze of Foucauit’s

archive, that Famous Last Words is an inextricable labyrinth

of sometimes illogically intercalated narrative perspectives
that could well claim to be part of the postmodern species of
what John Barth has called the "literature of replenishment”?
This question can be answered in the affirmative because, even
if he cannot help 1iving in a postmodern worild, #1nd1ey still
strives for a coherent universe and a coherent cosmology, 1in
which inherent values such as 1ife, caring, and commitment do
exist. This coherence then finds its expression in the parody
of contemporary history being based on a reinterpretation of
one poem. Just as Pound’s Mauberley had placed himself in the
tradition of Greek mythology, Findley’s narratorial voice
subsumes all the other ones as if it represented the monologic
structure of a classical epic or of a stylization in the
Bakhtinian fashion.' Findley’s primarily monologic way of
using parodic structures is clearly different from that of a
committed postmodernist such as George Bowering, the next

author to be treated in this study.



Findley 193

Notes

1. Simone Vauthier, "The Dubious Battlie of Story-Telling:
Narrative Strategies in Timothy Findley’s The Wars," Gaining
Ground: European Critics on Canadian Literature, eds. Robert
Kroetsch and Reingard M. Nischik (Edmonton: NeWest Press,
1985) 14.

2. Robert Kroetsch, "Disunity as Unity,"” The Lovely
Treachery of Words: Essays Selected and New (Toronto: Oxford
University Press, 1989) 23.

3. Peter Klovan, "’Bright and Good’: Findley’s The Wars,"
Canadian Literature 91 (1981): 58.

4, Timothy Findley, The Wars (1977; Markham, Ont.: Penguin,
1978) 10. Further references are to this this edition and will
be integrated into the text.

5. Kroetsch, "Disunity as Unity"” 23.

6. Michel Foucault, The Archaeology of Knowledge & the
Discourse on Language, trans. A.M. Sheridan Smith (New York:
Harper, 1976) 129, quoted after Smaro Kamboureli "Burning
Water: Two Stories/One novel: Narrative as Exploration,”
Island 10 (1981): 93.

7. Paul Fussell, The Great War and Modern Memory (New York:
Oxford University Press, 1975) 21,

8. See Dijana Brydon, "A Devotion to Fragility: Timothy
Findley’s The Wars,"” World Literature Written in English 26.1
(1986): 75-84; Diana Brydon, "’It could not be told:’ Making
Meaning in Timothy Findley’'s The Wars," Journal of Common-
wealth Literature 21.1 (1986): 62-79.

9. See Brydon, "’It could not be told...’" 78, n. 7.

10. See for example John F. Hulcoop, "’Look! Listen! Mark my
words!’: Paying Attention to Timothy Findley’s Fictions,”
Canadian Literature 91 (1981): 22-47; Peter Klovan, "’Bright

and Good’: Findley’s The Wars, " Canadian Literature 81 (1981):
58-69; Bruce Pirie, "The Dragon 1in the Fog: ’Displaced
Mythology’ in The Wars,"” Canadian Literature 91 (1981): 70-79.




Findley 194

11. Laurie Ricou, "Obscured by Violence: Timothy Findley’s The
Wars," Actes du collogue sur la violence dans le roman
canadien depuis 1960/Papers from the Conference on Violence
in the Canadian Novel since 1960, eds. Virginia Harger-
Grinling and Terry Goldie ([St. John’s]: Memorial University
of Newfoundland Printing Services: n.y.) 134.

12. Robert Kroetsch 1in Shirley Neuman and Robert Wilson,
Labyrinths of Voice: Conversations with Robert Kroetsch
(Edmonton: NeWest Press, 1982) 118.

13. Fussell 115.
14, Fussell 1ix.

15. For Robert Graves’s friendship with George Mallory see
Fussell 208 and, of course, Graves’s Goodbye to All That.

16. See Fussell 88-89.

17. Lorraine York, "The Other Side of Dailiness”: Photography
in _the Works of Alice Munro, Timothy Findley, Michael On-
daatje, and Margaret Laurence (Toronto: ECW Press, 1988) 78.

18. Fussell 2381.

19. The close relationship between men and animals comes to
the fore in the title of the German translation of The Wars:
Der Krieg und die Krdéte (War and the Toad).

20. Fussell 21.
21. Fussell 183.

22. See Coral Ann Howells, "’History as she is hever writ’:
The Wars and Famous Last Words," Kunapipi VI.1 (1984): 49-56.

23. See Laurie Ricou, "Never Cry Wolfe: Benjamin West’'s The
Death of Wolfe in Prochain Episode and The Diviners,"” Essays
on Canhadian Writing 20 (1980-81): 171~-185, who also mentions
the occurrence of the picture in The Wars (184).

24, Most of the relevant text is first person narrative, as
if Robert were addressing the researcher from 1inside the
photograph.

25, Cf. the killing of an "innocent” French soldier 1in
Remarque’s All Quiet on the Western Front.

26. Simone Vauthier, "Photo-Roman: The Wars de Timothy
Findley," Etudes canadiennes/Canadian Studies 14 (1983): 114,




Findley 195

27. Fussell 299.

28. An explanation of the horses’ behaviour is given in one
of Findley’s admitted "sources,” Raymond Massey’s When I Was
Young (Toronto: McClelland and Stewart, 1976): "The horse’s
instinctive refusal of safety in the face of fire is inex-
plicable. A1l other animals flee from danger. It is as though
the horse alone among mammals is determined to perish by fire”
(84).

29. Whereas Eva-Marie Kroller ("The Exploding Frame: Uses of
Photography in Timothy Findley’s The Wars,"” Revue d’études
canadiennes/Journal of Canadian Studies 16.3-4 (1981): 74)
suspects Fagan to be nothing but a resident of "Findleyland,”
Simone Vauthier ("The Dubious Battle" 38) states that "there
is no such author.” I made a fascinating discovery studying
an early manuscript of The Wars 1in the National Archives,
because there Nicholas Fagan’s name appears on the title page,
and a note explains that it is the pseudonym of the brother
of a "well-known but ’'by no means famous’ Canadian writer”
(The Wars, ms., Findley Papers, vol. 16, National Archives,
Ottawa).

30. Vauthier, "The Dubious Battle” 16.
31. vVauthier, "The Dubious Battle” 26.
32. Vauthier, "The Dubious Battle” 27.
33. Vauthier, "The Dubious Battle” 15.
34, Sister M.L. McKenzie, "Memories of the Great War: Graves,

Sassoon, and Findley,"” University of Toronto Quarterly 55.4
(1986): 395-411.

35. See Timothy Findley, The Wars, ms., Findley Papers, vol.
17, National Archives, Ottawa.

36. See Fussell ix.
37. McKenzie 397.
38. McKenzie 400.
39. McKenzie 403.
40. McKenzie 407.
41, Fussell 321.

42, Vauthier, "The Dubious Battle” 15.



Findley 196

43. See T.S. Eliot, "Ulysses, Order, and Myth,"” Selected Prose
of T.S. Eliot, ed. Frank Kermode (New York: Harcourt Brace
Jovanovich/Farrar, Straus and Giroux, 1975) 178: "Instead of
narrative method, we may now use the mythical method. It is,
- I seriously believe, a step toward making the modern world
possible for art..."

44, Vauthier, fThe Dubious Battle” 15.

45, Fussell 23. See also Fussell 106 for "..;Hugh Selwyn
Mauberiey’s ’consciousness disjunct,’ a psychological phenome-
non perceivable in 1920 as never before."

46. Timothy Findley, Famous Last Words (1981; Harmondsworth:
Penguin, 1982). All further references to this work are
integrated into the text.

47. Vauthier, "The Dubious Battle" 12.

48, John F. Hulcoop, "The Will to Be,"” rev. of Famous Last
Words, by Timothy Findiey, Canadian Literature 894 (1982):
118.

49. Marie Vautier, "Fiction, Historiography, and Myth: Jacques
Godbout’s Les Tétes a Papineau and Rudy Wiebe’s The Scorched-
Wood People,"” Canadian Literature 110 (1986): 66.

50. Howells, "’History as she is never writ’" 49,

51. Wallis, Duchess of Windsor, The Heart Has Its Reasons
(1956; London: Sphere Books, 1980). .

52. A King’s Story: The Memoirs of the Duke of Windsor (New
York: Putnam’s, 1951).

53. Walter Schellenberg, Aufzeichnungen (1956;: Wiesbaden:
Limes Verlag, 1979).

54, Frances Donaldson, Edward VIII (London: Weidenfeld &
Nicolson, 1974).

55. Charles Higham, The Duchess of Windsor: The Secret Life
(New York: McGraw-Hill, 1988) 140. See Donaldson 191 and the
whole of her chapter "The King and Nazi Germany"” (191-206) for
statements of this kind published before the publication of
Famous Last Words.

56. The Heart Has Its Reasons 355,

57. Peter Allen, The Crown and the Swastika: Hitler, Hess and
the Duke of Windsor (London: Robert Hale, 1883).




Findley 197

58. See Higham 49.

59. See Terry Goldie, "Timothy Findley: Interview,” Kunapipi
VI.1 (1984): 62. See also Eugene Benson, "’Whispers of Chaos’:
" Famous Last Words," Worild Literature Written in English 21.1
(1982): 601.

60. Findley’s solution to Harry Oakes’s murder was suggested
before Charles Higham claimed to have identified Harold
Christie as the murderer. Interestingly enough, Christie, too,
figures in Famous Last Words. For the reai-life model of
Lorenzo de Broca, the young Italian poet, see Findley’s
acknowledgement on the copyright page.

61. David Williams, Confessional Fictions: A Portrait of the
Artist in the Canadian Novel 271.

62. Elizabeth Seddon, "The Reader as Actor in the Novels of
Timothy Findley,” Future Indicative: Literary Theory and
Canadian_ Literature, ed. John Moss (Ottawa: University of
Ottawa Press, 1987) 218.

63. See also Stephen Scobie’s concept of a "doubling effect

fundamental to the whole structure of Famous Last Words.
The narrator 1is doubled as Mauberley and as the omniscient
third-person voice of the framing text"” ("Eye-Deep in Hell:
Ezra Pound, Timothy Findley, and Hugh Selwyn Mauberiley,”
Essays on Canadian Writing 30 [1984-85]: 218) which has 1its
model in the Book of Daniel (227). For a reading of Mauber-
ley’s narrative strategies as a parody of Daniel, see E.F.
Shields, "’The Perfect Voice": Mauberley as Narrator in
Timothy Findley’s Famous Last Words,"” Canadian Literature 119
(1988): 91-92.

64. James Longenbach, Modernist Poetics of History: Pound,
Eliot, and the Sense of the Past (Princeton: Princeton
University Press, 1987) iX.

65. Longenbach 16,

66. Williams, Confessional Fictions 272.

67. Dennis Duffy, "Let Us Compare Histories: Meaning and
Mythology in Findley’s Famous Last Words," Essays on Canadian
Writing 30 (1984-85): 181,

68. Duffy, "Let Us Compare Histories" 191.

69. E.F. Shields shows, for example, that the "third-person
narratives are neither more nor 1less historically accurate
than the first-person narratives” ("’The Perfect Voice’" 86),



Findley 1898

70. Shields, "’The Perfect Voice’" 87.

71. The Holy Bible. Authorized King James Version (New York:
Worild Publishing Company, h.d.) 700.

72. Hayden White, "Interpretation 1in History,"” Tropics of
Discourse 56. White’s concept of myth is derived from Claude
Lévi-Strauss and Northrop Frye.

73. Duffy, "Let Us Compare Histories" 192.

74. Donaldson 212.

75. Barbara Gabriel, "Masks and Icons: An Interview with
Timothy Findley," The Canadian Forum 756 (February 1986): 36.

76. See the later discussion for an interpretation of these
quotations as parodies of Pound’s Hugh Selwyn Mauberley.

77. See Findley’s remark in Bruce Meyer and Brian O’Riordan,
"The Marvel of Reality: An Interview with Timothy Findley,"
waves 10.4 (1982): 8. According to Dennis Duffy, Allenby is
modelied on Duff Cooper ("Let Us Compare Histories" 202). E.F.
Shields draws parallels between Allenby and Harold Nicolson
("Mauberiley’s Lies: Fact and Fiction 1in Timothy Findley’s
Famous Last Words,"” Revue d’études canadiennes/Journal of
Canadian Studies 22.4 [1987-88]: 47).

78. The guotation "out of key with his time” 1is from Ezra
Pound, Hugh Selwyn Mauberley, Selected Poems, ed. T.S5. Eliot
(1928; London: Faber and Faber, 1948) 173. Further page
references to Mauberley are to this edition.

79. Donaldson 329. For the Duke’s own iliusions about the
possibility of a political comeback, see also A King’s Story,
e.g. 372.

80. See York, The Other Side of Dailiness 88, and Stephen
Scobie, "Eye-Deep in Hell" 215.

81. Donaldson 187.
82. See Donaldson 362.
83. Donaldson 371.

84, Allen, The Crown and the Swastika 195.

85. See, for example, Hugh Thomas, Hess: A Tale of Two Murders
{London: Hodder & Stoughton, 1988).




Findley 199

86. Benson 603.

87. Terry Goldie, "Timothy Findley: Interview" 62.

88. Benson 601-602.

89. Timothy Findley, "Alice Drops Her Cigarette on the

Floor... (William Whitehead looking over Timothy Findley’s
shoulder),” Canadian Literature 91 (1981): 16.

90. Findley 1in Johan Aitken, "’Long Live the Dead’: An
Interview with Timothy Findley,"” Journal of Canadian Fiction
33 (1981-82): 81.

91. Goldie, "Timothy Findley: Interview"” 62.
92. Goldie, "Timothy Findley: Interview" 62,
93. Stephen Scobie, "Eye-Deep in Hell" 209.

94. Scobie, "Eye-Deep in Hell," 209. Pound, Hugh Selwyn
Mauberiey 181.

95. Scobie, “Eye-Deep 1in Hell" 207; Pound, Hugh Selwyn
Mauberley 183.

96. Pound, Hugh Selwyn Mauberley 174.

97. Howells, "History as she 1is never writ" 52,
98. Hulcoop 118.

99. John Espey, Ezra Pound’s Mauberiey: A Study in Composition
(1955; Berkeley: University of California Press, 1974); Hugh
Witemeyer, The Poetry of Ezra Pound: Forms and Renewal, 1908-
1920 (Berkeley: University of California Press, 1969); Jo
Brantiley Berryman, Circe’s Craft: Ezra Pound’s Hugh Selwyn
Mauberiley (Ann Arbor: UMI Research Press, 1983).

100. See, e.g., M.L. Rosenthal and Sally M. Gall, The Modern
Poetic Sequence: The Genius of Modern Poetry (New York: Oxford
University Press, 1983) 200, and Witemeyer 175.

101. Ezra Pound, Literary Essays (1954; New York: New Direc-
tions, 1968) 75, quoted after Witemeyer 3.

102. Witemeyer 3,

103. Humphrey Carpenter, A Serious Character: The Life of Ezra
Pound (London: Faber and Faber, 1988) 368.




Findiey 200

104. Espey 16.

105. See Hugh Kenner, The Poetry of Ezra Pound (Millwood,
N.Y.: Kraus Reprint Co., 1974) 166, 181. Berryman Xii sees
Mauberley’s voice dominating most of Part I.

106. Espey 49.
107. Berryman 135.
108. Quoted after Peter Brooker, A Student’s Guide to the

selected Poems of Ezra Pound (London: Faber & Faber, 1979)
188.

109. wWilliams 257.

110. See Witemeyer 177. Berryman (2) interprets Mauberley’s
role somewhat differently, claiming that "For three years” in
the "Ode"” "refers to 1914-17 [rather than 1908-11, as most
other critics assumel], the period when Pound publicly iden-
tified himself with the Vorticist movement.”

111. Espey 82.

112, Walter Pater, Studies 1in the History of the Renaissance
(London, 1873) vii-ix, quoted after Witemeyer 9.

113. Witemeyer 9.
114. Berryman 71.
116. Berryman 80.
116. Carpenter 369.
117. See Berryman 68.

118. Pound, Hugh Selwyn Mauberiley 173.

119. Pound, Hugh Selwyn Mauberley 173.

120. Pound, Hugh Selwyn Mauberley 175.

i21. Howells, "History as she is never writ” 53.

122. Pound, Hugh Selwyn Mauberiey 178.

123. Pound, Hugh Selwyn Mauberliey 182.

124. Rosenthal and Gall 201.



Findley 201

125. Howells, "History as she is never writ" 52-53.

126, Pound, Hugh Selwyn Mauberley 184.

127. Howells, "History as she 1is never writ" 52.

128. Pound, Hugh Selwyn Mauberley 184.

129. Pound, Hugh Selwyn Mauberley 185.

130. Carpenter 153. See also Hugh Kenner, The Pound Era
(Berkeley: University of California Press, 1971) passim.

131. Espey 112.

132. Hayden White, Tropics of Discourse 70.

133. Findley, "Eye-Deep in Hell" 210.

134. John Melmoth, "The off-the-wall writing on the wall,”
rev. of Famous Last Words, Times Literary Supplement April 24
1987: 435. See also Dennis Duffy, "Let Us Compare Histories,"”
199: "Here is where the novel seems so thin, for rather than
analyzing a ruling class’s drift toward Fascism at a time of
cultural and political crisis, it merely shows it.”

135. Meimoth 435.

136. A similar line of interpretation 1is taken by E.F.
Shields, who states that "...Findley does not attempt to use
the novel as a substitute for history. The fiction is impor-
tant, enabling him, almost paradoxically, to show that,
although the difference between fact and fiction is often
blurred, we must recognize that there is a difference and
continue to attempt to discern one from the other” ("Mau-
berley’s Lies"” 57). See also her final statement 1in "The
Perfect Voice’'": "Accepting the inevitability of a degree of
subjectivity and thus of fictionality in our perceptions and
our evaluations of others, Findley uses fiction to show that
the bigger fiction is the denial of this subjectivity: the
pretence that we can know and judge others with godlike objec~
tivity and certainty” (97).

137. See the discussion of Bakhtin in Chapter 1.



4. Bowering:

Postmodern Parodies

There is no relationship
between time & history.

There 1is lots of time. It
goes on & on. Dont worry there
is Jots of time. Just look at
it anywhere & you’ll see. There
is so much time no one has ever
seen more than a little of it.

But history. There is only
so much history. History has a
beginning middle & end. It ends
when someone angrily throws his
typewriter into Lake Ontario.

George Bowering'!

A part of this coast, prior
to our visit, had been seen by
different navigators, and the
position of certain head lands,
capes, &c. given to the worild.
Several of these I have found
myself under the necessity of
placing in different latitudes
and longitudes, as well those
seen by Captain Cook, as others

" laid down by the different visi-

tors who have followed him.
This, however, I have not
presumed to do, from a con-
sciousness of superior abilities
as an astronomer, or integrity
as an historian; but from the
conviction, that no one of my
predecessors had the good for-
tune to meet so favorable an
opportunity for the examina-
tion...
George Vancouver?

At one time history was an art.
Historians got deflected 1into
thinking of history as a sci-
ence, probably around 150 years
ago. I think it was a 1ot more
interesting when history was an
art.
George Bowering®
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Timothy Findley’s metahistorical parodies, his variations
onh the possibility of writing novels about the writing of
history, were based on texts by the modernists and their

predecessors. They 1incorporated 1literary and non-fictional

texts (such as Pound’s Hugh Selwyn Mauberley and Raymond

Massey’s or the Duke and Duchess of Windsor’'s autobiographies)'

~into their own universe, reworking history from an artistic
point of view that--although it had to admit its defeat on the
political level 1in the end--lived on as a “"real” Titerary
movement. Even though they were clearly written 1in and
depended on a "postmodern” environment such as that of the
archives, Findley’s novels very much restricted themselves to
those types of incoherence that were already available before
Canadian writers such as Robert Kroetsch, George Bowering, and
Frank Davey denied the universe and cosmology we live in any
coherence and seemed to relish this vacuum.? Findley’s novels
show that Walter Pache was right to include certain restric-
tions 1in his statement in an essay on Bowering and Kroetsch
that "In Canada, postmodernism is partly synonymous with
related terms 1ike ’post-colonial’ or ’post-European.’"®

George Bowering’s novels did not receive very much

critical attention before Burning Water won the 1980 Governor

General’s Award, and a fellow writer of historical fiction
such as Chris Scott even denied that work the status (if there

be any attached) of being a historical novel.8 Stil11, although

¥y
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they do not show the coherence of a modernist work that
Findley strives for in his novels, Bowering’s novels contain

" many--seemingly casual--insights into the act of writing

é:égf &J 5@%%,“1nc1uding historical fiction, and into the
workinQ;Jéf parody in this context. He expresses his personal
views on historical writing in his essay "A Great Northward
Darkness: The Attack on History in Recent Canadian Fiction":

In Canada our most popular prose writers write
popular history. Our readers prefer it to fiction.
When they read fiction they like to read fiction
that obeys the rules of historical narrative, the
sense that character and setting and évent combine
to lead to a conclusion, that there is a force some-
thing like necessity, that language is the normal
1ink between pre-linguistic history and drama.’

Bowering’s interest in historical themes and historical

fiction did not start with Burning Watér, though. As for his

theoretical musings, his own attitude towards historical

novels 1is best illustrated in his 1977 "novel” A _Short Sad

Book. This "historical-geographical"® novel has an epigraph
which at once sets it and its attitude towards history and the
telling of history apart from any realist type of writing and
also from some tendencies 1inh modernist writing, even if
modernism and realism should not be generally equated.® The
quotation 1is from Alain Robbe-Grillet, the father of the

French nouveau roman:

Under our gaze, the simple gesture of holding out
our hand becomes bizarre, clumsy: the words we hear
ourselves speaking suddenly sound false; the time
of our minds is no longer that of the clocks; & the
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style of a novel, in 1its turn, can no longer be
innocent. (5)

We should, in other words, not expect a novel to sound “"real”
any longer, and we cannot expect a historical novel to
recreate the past as it was but rather admit from the start
that we can only create it as we imagine it. Bowering repeats
the same thoughts in a 1879 interview:

James says in The Art of the Novel, I think, that
the novel is to history as painting (he’s talking
about realist painting) is to nature-—-an imitation.
His assumption was that the rules we have of history
are the rules that we’re going to have when we get
into fiction. We’ve come around anhd changed the
rules of fiction and at the same time changed the
rules of history. Maybe we changed the rules of
history first. We look at history in a much dif-
ferent way now.'°

As far as Bowering’s attitude towards history in A _Short
Sad Book is concerned, the novel hasva part entitled "“"Canadian
History," which, in Bowering’s typical style of writing-as-
process, illustrates one of the maxims'under1y1ng the whole
argument of this study:
Canada is the country in which writing about
history is history.
Let me try again.
I meant to say that Canada is the country in
which writing history is history. (74)
As pointed out earlier, it is of course not just in Canada

that one might say that the writing of history is history,

that history is text rather than facts. A Short Sad Book

claims to be a historical novel, and its parodic character 1is

already obvious in its title which parodically repeats that
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of Gertrude Stein’s story "A Long, Gay Book." Although Smaro
Kamboureli is certainly right when she says that "It is a work
that resists summation and challenges generic
classification, "' an attempt at summarizing at least some plot
elements should be made. In Kamboureli’s own words,
Bowering’s excursions take him from his per-
sonal landscape and history, including his criticism
and fiction, to the Canada Council offices and to
the top of the mountain where Sir John A. MacDonald
(sic) and Evangeline make love, the reality of his
act of writing and the Canadian publishers’ world
to Margaret Atwood and Louis Riel.!?

A1l in all, A _Short Sad Book plays with many of the clichés

that have dominated the study of Canadian 1literature and
history, and the most important of which are already named in
the titles of the book’s five parts: "“Canadian Geography,”
"The Exile of Evangeline,” “Canadian History,"” "The Black
Mountain Influence,” "The Pretty Good Canadian Novel,"” "The
Return of Evangeline.”

The title of Part One hints at the precedence that
geography normally takes in introductions to Canada, but also
in 1n£roductory studies to Canadian literature--such as Mar-
garet Atwood’s Survival, which is omnipresent as a model par-
odied in Bowering’s text~--as well as in the literature itself,
Among the most important features of Canadian geography is of
course--in addition to the arctic character of much of
Canada’s land mass--the long (and undefended) border with the

United States with the ensuing consequence for Canadians that
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it is very difficult for them to develop the sense of "a
country of their own." So, although Bowering starts with the
statement that "I was going to write a book about love, & one
time I woke up & said I love this country,” he admits on the
same page that it was difficult for an eight-year-old boy
growing up in British Columbia to identify with Canada, and
that the main identification model was in the South:
When I grew up I was going to be an American

boy. I loved that country. That was human nature

not my mind. (15)
On the next page, he even talks about "all us Americans,” (16)
turning his younger self into a naive imitation of American
gunslingers, preferring American stereotypes to Canadian ones
such as hockey, which he has trouble visualizing.

Seen from the perspective of the adult writer, such a
youthful imitation of American values turns into a repetition
with a vengeance, 1i.e., a parody. Whereas in the earlier
Canadian parodies mentioned, such as Richardson’s Wacousta or
Findley’s The Wars, the first models to be parodied had been
British, Bowering’s narrator remarks that

I found out I was not American first.
Long before that I knew I was not British & I
thought I must be American. (33)
Only 1in the course of the first part--and only after the
mention of a famous poet like "Walt Whitman the American,"” who

"had walkt"” 1in the Canadian forests from which "we lived a

block away,” (26) and of an explorer such as de Soto (27),
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both of theﬁ trying to include Canada within their own ver-
sions of manifest destiny--do some Canadian national figures
- creep into the novel, try to stand up to a comparison with
obvious heroes such as Stan Musial (33) and seem to help the
young Canadian writer find his own national models. Among them
are Bill Barilko, a vanished pilot (30), Claire Trevor, and
the Métis leader Gabriel Dumont, who is lost in the Eastern
Canadian National Art Gallery (35) and later turns into the
writer David McFadden, as well as the nineteenth-century
painter Paul Kane (36). The last Canadian, one of mythical

proportions, to be mentioned in the first part of A Short Sad

Book is Evangeline, the archetypal Canadian eighteenth-century
myth, who is the creation of an American poet.

Part Two of A Short Sad Book 1is entitled "The Exile of

Evangeline,” and intermittently shows Evangeline on her par-
odic way not to Louisiana but rather to the West Coast:
Evangeline packt up her few possessions & got
on the train never to see her homeland again. The
train pusht west, into Upper Canada, & then out, as
they say, west. (49)
" Travelling through the prairies and experiencing a
Saskatchewan winter, Evangeline finally arrives in Vancouver,
where she takes up with John A. Macdonald (64), the nine-
teenth-century Eastern Canadian myth, there to commemorate the
fulfiliment of the dream of the transcontinental railway by

driving in the last spike, and they go up Grouse Mountain

together.
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Interspersed into the rather confused and confusing text
are narratorial remarks on writing and Canadian clichés such
as snow, Canadian cities such as Fredericton and Montreal, and
meetings with Canadians such as the poet Al Purdy who "went
by without a word” (44). Metafictional remarks about the novel
being written and about beavers are linked with the names of
Carieton McNaughton and such archetypal Ontario names ajs
that of the ice-skater Barbara Ann Scott and the radio pro-
gramme "The Happy Gang” (47). The writer writing his his-
torical novel 1is permitted to create such a confusion, a
confusion that we can and should assume to be a planned one,
but having delivered a long list of seemingly incoherent in-
gredients, Bowering seems to warn the thematic critic a 1la
Survival, who may want to 1integrate this material into a
thematic interpretation of Canadian texts:

Confuse setting & person confuse landscape &
characters & you wind up with thematic criticism
not a novel.

Anthropology not fiction. (53)

Part Three, bearing the title "Canadian History," starts
out with the lovemaking of presumably John A. Macdonald and
Evangeiine. Their discussion of positions parodies Margaret
Atwood’s victim (or here rather: virgin) positions as they are
described in Survival., Victim position no. four, i.e., to be
a creative non-victim, is rendered as: "You have to be a crea-

tive non-virgin” (72). But as the narrator remarks on the same

page: the novel "is beginning to parody itself.” He still has
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not found out where exactly Canadian history begins: "Now I
cant help thinking who was the first Canadian, someone had to

- be the first Canadian” (77). Pointing forward to his novel

Burning Water, he already excludes a famous explorer from his
list:

Captain George Vancouver has a city & an island
in Canada but he has a city in the United States &
a rock in Australia & an arm in New Zealand & a
mountain in Alaska.

No, Captain Vancouver was not the first Cana-
dian. (78)

Before the search for the first Canadian focuses on John
A. Macdonald himself--"You are the first Canadian, Mac, so it
does have a beginning. It is a classic case of Confederation”
(93)--the two dead heroes of the Battle of the Plains of Abra-
ham are thrown in for good historical measure and mixture.
Linking the different layers of history that we find in the
archives (now thoroughly postmodern, when compared to Find-
ley’s),
General Wolfe’s bullet went thru the brain of
a dray horse & continued west over Lake of the Woods
until it passt thru the body of Evangeline, making
a ninety degree turn at her left hipbone. (89)
For even better measure, selfsame bullet
came out of Evangeline & entered a beaver, it came
out of the beaver & entered Big Bear, it came out
of Big Bear & entered the Carr Brothers, it came out
of the Carr brothers & entered Lee Harvey Oswald.
Now that’s interesting.

Lee Harvey Oswald has Jjust entered Canadian
history. With a bang. (90)
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Interesting it is, no doubt. Needless to say that "Lee Harvey
Oswald was cold stone sober when he shot John A. Macdonald”
(100).

But one wonders 1if something did not go wrong when the
narrator tried to reassemble the shards of Canadian history,
the “broken beer bottle glass"” that is to be found "all over
the Canadian shield"” (27) and probably also on the West Coast,
since there the narrator finds “a stone carved by Alexander
Mackenzie," the first to cross Canada by land, and "a bottle

:

thrown overboard by Archibald Menzies," George Vancouver’s
surgeon and botanist (93). More interesting, though, unless
one wants to read more outrageous parodies that are not really
of the type I have been looking for 1in this study, are his
theoretical ruminations in his “chapter about the relationship
of time & history” (98) from which I have quoted in the epi-
graph to this chapter. Later on he also writes,

He sat at his desk & wrote history. What he
wrote was George Bowering sat at his desk writing
history. He didnt make the mistake, so something is
playing games with history here. (101)

Here the writer is caught in the game of the metafictionist--
or metahistorian--writing about the writing of history and
problematizing his own situation. He even introduces--without
mentioning its function--the Quaker Oats box which is peren-

nially used by theorists in order to illustrate the effect of

unlimited mirror effects in writing, of the so-called mise en

abyme:
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He was filled with more energy than usual. That
morning he had sat at his table eating Quaker Oats
& reading the Quaker Oats box. What he read was not
of historical interest but it was something Tlike

history. (102)
Evidently he wasn’t reading at all but looking at the picture

on the Quaker Oats box.

Television and film as new media in which the "writing”
. of history takes place become important, too, in a postmodern
society, in which the old documents integrated into new ones
(i.e., parodied) can also be supposedly objective pictures.
Here, as always, the frames play an important role 1in the
interpretation of the "texts"; on television, films 1ike that

about the Kennedy assassination can even be played backwards,

an effect already used by Kurt Vonnegut in Slaughterhouse-

Five, when the bombing of Dresden was shown backwards:'?

One time they played it backward & Jack Ruby
pulled a bullet out of Lee Harvey Oswald & Lee
Harvey quit grimacing & 80 on & you Kknow it
continued so that there was Jack Kennedy’'s head all
in one piece & the Americans leaving Cuba & that is
how American history happens on television,

But in Canada history consists of writing hi-
story. For that reason history is filled with mis-
takes & most of them are written by poetry. The
novel can only sit back & try to understand. (102-
103)

The topic of Part Four, “"The Black Mountain Influence,”

is of course the béte noire of all fervently and narrowly

nationalist students of Canadian literature who have been
fighting against the influence of the American Black Mountain

poets 1in Canada in the wake of Robert Creeley’s teaching at
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the University of British Columbia. This 1influence became
obvious 1in the publication of the magazine Tish by UBC
students such as George Bowering, Frank Davey, and Fred Wah.
Right from the beginning Bowering has the insight that "If I
want this to be a post-modern novel 1’d better forget about
history"” (107), since post-modernity and the idea of history
probably exciude each other. But he concludes that "This is
not'Canadian literature I'm writing. I’m making post-modern
Canadian history” (114).

Since the Black Mountain influence is an American
phenomenon--or perhaps not, since he suggests that there may
be a Black Mountain "on the north shore or Jjust beyond"
(120)--the narrator proceeds to a comparison of American and
Canadian 1literature, surprisingly enough on traditional
thematic grounds. He makes.fun of those who draw too rigid'a
Tine between the two countries, most]y.because-—as he sug-
gests--they have been educated in the States anyway. Imitating
the thoughtless rigidity with which strict rules for the
Canadian-ness of Canadian and the American-ness of American
literature are created, he arrives at his own definition:

That in American literature they are all above
the water or on the water. Chasing the great white
whale or two years before the mast, & in Canadian
2:$8;ature they are 1in the water or underwater.

Canada’s answer to Meiville and Dana 1is obviously to write

about submarine victims:
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One 1is walking 1into the 1lake & becoming an
ancient fish, one 1is hitting an iceberg & going
down, one is looking for her father’s words on a
rock face under the surface, it was a Canadian
publisher, business as usual. (111)
His favourite enemy--one of those who might have insisted on
the importance of the Canadian theme in boems such as F.R.
Scott’s "Lakeshore" or E.J. Pratt’s Titanic, or in novels such
as Margaret Atwood’s Surfacing--is “"the Canadian nationalist
professor from Ottawa name of Sparrow” who is “"paid by the CIA
to give Canadian nationalism a bad name” (113). The fact that
there is or was a nationalist professor in Ottawa whose Chris-
tian name 1is not Sparrow but Robin (Mathews) is probably no
coincidence.

The narrator realizes, though, that he--l1ike the
anthropologicalliy-minded nationalist critics concentrating on
phenomena such as "the Immigrant Experience"” (131)--does not
restrict himself to literary matters: "This 1is not Canadian
literature I'm writing. I’m making post-modern Canadian his-
tory"” (114). And post—-modern history books appear within his
_'histor1ca1 novel, too: at the bottom of Lake Ontario, a
character discovers a copy of "the Tercentenary History of
Canhada, Volume III, From Laurier to King, MCMVIV-MCMXLV" (sic)
(136), this supposedly being the follow-up volume to the book
written by the anonymous historian who promised to remember

Evangeline in his book that was to be called "’The Tercenten-

ary History of Canada, Volume II, From Champlain to Laurier,



Bowering 215

MDCVIII-MCMVIII... publisht by P.F. Collier & Son’" (38). As
a stroll to the 1library shows, the name of the anonymous
historian is Frank Basil Tracy, and the title of his three-

volume opus 1is The Tercentenary History of Canada from

Champlain to Laurier, MDCVIII-MCMVIII (New York/Toronto: P.F.

Collier, 1908). But although a second edition of the history
was published in 1913, there 1is no trace to be found of a
volume stretching until 1945. One might also wonder if an
Anglophone Prime Minister of Canada such as King would really
appreciate being subsumed under the perspective of a tercen-
tenary edition commemorating the foundation of the French-
Canadian capital of Quebec.

As the title of Part Five indicates, Bowering and his
sleuth A1 are willing to settle for "The Pretty Good Canadian
Novel"” 1if The Great Canadian Novel cannot be found. A sense
of bicultural compromise seems to take over: publishers such
as the Alberta Doukhobor Stan do not have to be very literate
as long as they love books (140):; French Canadians such as
Laurier Lapierre prove more British than Canadians of English
stock; second-generation Americans with the Métis name of Gabe
Dumont have become so Americanized as never to have seen a
beaver. Stan follows Evangeline through the archetypal snhow:
"They were headed east. Toward the text books” (151). What
they meet there is a series of parodies or pastiches of famous

Canadian novels. In front of a certain house they meet David
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Canaan from Buckler’s pretty good Canadian novel (and parody),

The Mountain and the Valley, who just woke up:

David opened his eyes. April air pluckt at the
curtains 1ike breath behind a veil. It held a hint
of real warmth to come, but the linen chill of the
night still sharpened it. Clean 1imb shadows pal-
pitated with precision & immaculacy on the breathing
ground outside. The whole morning glistened fresh
as the flesh of an alder sapling when the bark was
first peeled from it to make a whistle. It glinted
bright as the split rock-maple, flashing for a
minute in the sun as it was tost onto the woodpile.
(152)

One would be tempted to say that Buckler’s overwritten
style 1is parodied quite effectively, but that of course
Bowering cannot sustain this kind of writing for long (“"Have
you noticed, said one of the characters to another one of the
characters, that we characters all talk a lot Tike the author”
[177]), so that he has to continue: "Jesus, I feel shitty this
morning, thought David." But the paragraph turns out to be an
exact quotation—--except for Bowering’s typographical and or-
thographical mannerisms-~of the third paragraph of the second

chapter of The Mountain and the Valley.'* Bowering’s own con-

tinuation of the gquotation provides a parodic frame, though,
which shows in what 1light the reader 1is meant to see this
example of a pretty good Canadian novel.

The next Pretty Good Canadian Novel Bowering incorporates
into his writing--and once again he does it wholesale, copying
a whole paragraph, oniy putting in some of his archaic man-

nerisms of spelling--is Hugh MaclLennan’s Two Solitudes: on his
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way "down the St. Lawrence River where Canadian history hap-
pened in the text books” (155), he comes to Saint-Marc where

Spring leapt quickly 1into full summer that
vear. One day people woke & saw that the buds had
become leaves & the mud dried into friable earth.
There was great activity over all the parish as the
pianting was completed. Before it was finisht the
first blackfliies appeared in the spruce of the dis-
tant forest; then they were in the maple grove on
the ridge behind the Tallard land. By the Queen’s
birthday or May twenty-fourth it was almost as hot
as mid-summer. The heat simmered in delicate gos-
samers along the surface of the pltain, cloud forma-
tions built themseives up thru the mornings, & by
afternoon they were majestic above the river. The
first green shoots of the seeds that had been
consecrated on Saint Marc’s Day appeared above the
soil in the sunshine. Quebec was really being de-
scribed. (155, my emphasis)

Except for the mannerisms and the typographical error ("or
May twenty-fourth” instead of "on May twenty-fourth”) the

beginning of chapter 14 of Two Solitudes has been copied

verbatim.’™ Only the ironic metafictional comment at the end
has been added by Bowering, thus erecting a whole new parodic
frame around the quotation, turning it from one of the seminal
texts of "mainstream” Canadian literature ijnto just a “pretty
good Canadian novel."

After the description of the Quebec Tlandscape of Two
Solitudes, we meet the Doukhobor publisher at "the edge of a
Goyish lake"” with Richleresque overtones and see him ending
up at Brother André’s shrine 1in Montreal "Under the black
shadow of the Mount Royal Influence, among the discarded

crutches” (159), finally finding the PGCN "about a detective
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who, after following a false Jlead to a mountaintop in British
Columbia, confronts the slayer of Tom Thompson in London On-
tario” (165). And one wonders if this is really the story one
has been trying to read so far.

Part VI finally gives us "The Return of Evangeline"” which
is announced to the Prime Minister by the actress Claire Tre-
vor, who returns from women’s heaven and--as an American--has
some trouble, first addressing him as Mr. President. While
Bowering shows his postmodern powers by omitting a chapter
(LII) from the hovel and going on about the three;sided houses
of realist fiction, the Prime Minister (Trudeau), Robert
Fulford and Sparrow discuss whether Evangeline shouid be re-
admitted from Heaven into Canada. For Sparrow, she--as "the
figment of an American poet’s 1imagination’ and as such
"another agent of U.S. 1imperialism” (176)--should not be
admitted. Although offered repatriation as a correction of "a
sad political misdeed of the past” (184), she--the Muse--tells
the narrator that "Myth 1is a truth of repetitive time. It is
a blot that bleeds thru all time"” (184). Then she kisses him
goodbye--so that he is "from this day markt" (185) by the kiss
of the half-American muse--and returns to women’s heaven. So
much for myth criticism wriften by easterners who "are from
a text book, they are admythical in short” (184).

A1l in all, the parodies in A _Short Sad Book are rather

loosely organized humorous satires on some aspects of the
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Canadian literary scene, including a lot of personal gibes at
exposed nationalists such as Margaret Atwood and especially
Robin Mathews. Although the metafictional comments about the
writing of a novel and the metahistorical comments about the
writing of history go in the same direction as some of the
conclusions drawn from Timothy Findley’s writing, there is not
the same kind of commitment and seriousness behind the persona
of Bowering’s narrator. This may well be due to the dif-
ferent--more ludic'®~-attitude that a confessed postmodernist
such as Bowering has towards questions of history and his-
toricity. When 1interviewers discussing his works with him
accuse him of "not taking into account ... the social im-
plications” and of not "tak[ing] on the political at all as
content,"” Bowering’s own assertion is not really convincing:
"What you’ve got there is a male-female relationship that in-
volves power, so you have Scotch-English-Canadian versus
French Canadian, man versus woman, powerful versus not so
powerful..."'” What he does clarify 1in the course of his
elaborations, though, is his parodic relationship to Gertrude
Stein, whom he had already 1indicated in the novel as the
important influence behind his stream-of-consciousness man-
nerisms:

& people say why are you doing archaic avant-

garde writing. This 1is warmed over Gertrude Stein
there 1 said her name why are you doing it? (154)
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Still, there are a 1ot of important insights into the act
of writing and remembering included in the banter of A _Short
Sad Book, not the least of them being the importance of the
act of writing history which here takes precedence even over
the act of making history. In a postmodern novel which denies
its author and its readers a coherent cosmology, the process
of constructing story and history becomes an everlasting task.
Parodies here serve the purpose of constructing and decon-
structing ohe’s own identity 1in a situation of perpetual
intertextuality, of constantly shifting paradigms: the
concepts floating around always have to be integrated into a
semi-coherent historical view: “This world was made a few
moments age, & what we call the past is our memories creating

history” (123).

whereas 1in A Short Sad Book George Bowering discussed

the question of the relationship between the postmodern novel

and the writing of Canadian history, Burning Water'® now is

~such a postmodern novel in which we observe a contemporary
Canadian writer--called George Bowering--trying to write a
historical novel about the exploration of his own country. Of
course, this country did not yet exist as a nation in its own
right when the events depicted took place, so that the
exploration was undertaken on behalf of the imperial mother

country, Great Britain. As his exemplum, Bowering chooses an
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expedition of the early 1790s under the command of Captain
George Vancouver. He bases his version of events on Van-
couver’s original exploration report and on his crew’s
journals, breaks up their original chronological order,'® and
rearranges them so as to make readers lose any sense of
chronology based on the European calendar, which admittedly
is foreign to these stretches of land. It is obvious that he
had to select from writings covering a five-year voyage of
exploration that touched four continents, incliuding the coast
of what is now the Canadian province of British Columbia, and
the crowning of which would have been the discovery of the
Northwest Passage.?°

The novel 1s a re~construction of imperial history from
the colonized point of view, an "attempt to subvert the per-

ceived clichés of his predecessors”?': Burning Water can be

interpreted as a model case of the postmodern post-colonial
reaction against the structures of imperial master narratives
that are imposed upon new literatures. Bowering’s "metahistor-
ical” reaction to European models differs from the use that
a more modernistically inspired writer such as Timothy Findley
makes of historical metafiction; it is typical rather of the
postmodern version of metahistorical parody. Canhadian re-
viewers 1in general were not very happy with Bowering’s at-
tempt, showing that maybe Bowering’s postmodern kind of parody

is somewhat too blatant and lacks true commitment. Most of the
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R T e W

o Canad1an rev1ews of Burhﬁng Water: were not inh the least

favourable, and not a few critics and reviewers must have been
- shocked when it was awarded the Governor Genheral’s Award. W.H.
New, for example, admits that the concept lying behind the
novel "constitutes a clever idea in technique,"” but he doubts
that any of it is "transformed beyond cleverness into litera-

ture."??2 Chris Scott calls Burning Water "a truly ugly book"

by "just another deadbeat academic scribbler."?® Anthony S.
Brennan comes to the conclusion that "Bowering aimed to write
a novel about George Vancouver and ended up with notes for a
novel,”"?* and only Smaro Kamboureli responds positively to
"Bowering’s main accomplishment,” which 1is "his usage of
historical documents in composing his novel."?5

If we keep 1in mind what Helen Tiffin said about the
difficulty of telling the difference between post-colonial
and postmodern features 1in non-Third-World colonial litera-
tures, it is not surprising that in a country that shares some

important features with Canada, 1its fellow Commonwealth

’country New Zealand, the reception of Burnhing Water was quite
positive, more positive even than the first reactions of
Canadian critics had been. In the New Zealand quarterly
Landfall, Reginald Berry suggests that Bowering is represen-
tative of his literary culture,?® and Gary Boire (a Canadian
teaching in New Zealand) chooses a quotation from Burning

Water as his starting point in an editorial dealing with New
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Zealand-Canadian relations. Boire sees close paraliels between
the writing in both countries, which--as he also points out--

were both explored by the hero of Burning Water, Captain

George Vancouver: both countries are

ex-colonies struggling to resist neo-colonizing
neighbours: both countries enjoy and brood upon the
delicate balance of heterogeneous ’regions’ within
a homogeneous state; both cultures share the burden
of historical settler-guilt mollified by 1liberal
democratic ideology.?’

Burning Water plays with the problems of history-writing

and thus provides an interesting example of the re-writing of
an imperial historical document. Metafictional comments "imply
that history is a provisional construct which resembles fic-
tion, ... but it also automatically foregrounds the writing
self in a dialogue with histofy...“28 Exploration reports such
as the one onh which Bowering’s novel is based are the Canadian
version of early historiography, written of course from the
point of view of the British colonizers, so that they have to
be re-read from and through a Canadian perspective. As
Bowering himself 1is the first to admit, his fanciful novel
about George Vancouver’s exploration of the Canadian west
coast relies to a large extent on the captain’s and his
surgeon Archibald Menzies’ Jjournals.?® In an interview with
Reginaid Berry, he claims that in a context such as that of
British Columbia,

you can do something wonderful in an area in which the

history is not well known. And if you confront history

in your writing, you will do it in different ways. The
method with which we write probably has to do with the
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fact that each of us has to go out at the very beginning

andsge our own historian rather than read what historians

do.

In the same interview, Bowering describes how in the
1960s he came upon the subject of Vancouver’s exploration

which turned into the main subject of Burning Water: he found

a copy of Menzies’ journal in an Eastern Canadian library and,
based on 1it, he wrote a first version of the story, the long

poem George, Vancouver.®' The most important source of Burning

Water is to be found 1in Vancouver’s Jjournals, however.
Comparing these sources with what Bowering has made of them,
one 1is struck by the surprising faithfulness with which
Bowering follows—-and often guotes--some parts of Vancouver'’s
Journal and also by the outrageous liberties he takes with
others. Often there is just a slight shift in perspective--a
new frame into which the old picture is 1integrated--which
leads to a parodic vision; sometimes, however, Bowering
explodes the coherence of the 18th-century cosmos.

The framing of older texts which takes place in Burning
Water 1is indicated even before the main text starts. While
the elements from other writers were integrated without any

acknowledgement into the Short Sad Book, Bowering alerts the

readers of Burning Water to the parodic or intertextual nature

of this novel. On the acknowledgements page he writes:

As well as the obvious passages from the
writings of George Vancouver and other officers of
his expedition, I have made short quotations from
the following books: Vanity Fair by William
Makepeace Thackeray; Duino Elegies by Rainer Maria
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Rilke; G. by John Berger:; Mardi by Herman Melviile;
The Tempest by William Shakespeare. (7)

Typically, the most important and blatantly obvious literary

source, Coleridge’s Ancient Mariner is not worth a mention.

In a Prologue and three parts ("Bring Forth a Wonder”,
"The Devil Knows How to Row", "The Dead Sailors”) containing

altogether 59 (or rather 58, for--as in A _Short Sad Book--

there 1is no Chapter 52) chapters, Bowering--or rather the
writer George Bowering within the novel--tells the readers his
version of the history of George Vancouver’s exploration of
Canada’s west coast, of how Vancouver inscribed his and other
British names all over a foreigh continent:; but--on a metafic-
tional level--he also tells the readers about the process of
his own writing the story and history two hundred years after
the fact, with all the problems this act implies. Thus the
guotation from Robbe-Grillet that Bowering had used as an

epigraph in A Short Sad Book applies to Burning Water as well.

The Prologue of Burning Water establishes the frame in

which the "two equally 1important (and closely intertwined)
strands”* of the novel--the story of George Vancouver and the
metafictional story of George Bowering writing the story of
Gecrge Vancouver-~are linked together: here already we see the
beginning of the appropriation by a Canadian of the story of
the appropriation of Canada (if we take this Amerindian term
to be the original name of the country rather than one imposed

by the British) on behalf of the British Empire. And ap-
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propriation of a story means to integrate it parodically into
a new narrative.

The easiest way of incorporating a parodied text into
the new perspective of a parodying text is to use a quotation
which is integrated into a frame that makes clear that we are
not dealing with just a repetition but a repetition with a
difference. In a way, Bowering’s Prologue already serves this
functicon of a frame, because the Vancouverite Bowering warns
us:

When I was a boy I was the only person I knew who
was named George, but I did have the same first name
as the king. That made me feel as if current history
and self were bound together, from the beginning.
When I came to live in Vancouver, I thought of
Vancouver, and so now geography invoived my name
too, George Vancouver. He might have felt such
romance, sailing for a king named George the Third.
What could I do but write a book filled with history
and myself, about these peoplie and this place? (9)

Bowering himself refers in the Prologue to the "poetry
book about Vancouver and me” and to a radio play, but neither
seems to have had the epic gquality worthy of the "story of the
greatest navigationail voyage of all time" (9). In order "to
" do it for real this time, their story," Bowering even "went
back to Trieste, as far eastward as you can go in western
Europe, among seafaring Europeans or their descendants” (10).
And, especialily in a novel that is largely based on parodic
echoes, Trieste, as Eva-Marie Krdoller points out, is more than

just a city in Italy: "Yet Trieste and the territory surround-

ing it are so strongly associated with crucial developments
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in modern history and literature as to make its very name into
a guotation. "% Bowering himself leads us into the same direc-

tion when he comments on an earlier draft of Burning Water

entitled "The Dead Sailors”: "... [the novel] starts off I
went to Trieste, right? So it starts off with a parody of the
beginning of a realist novel, which goes something 1like, ’he
was residing in a hotel in blah-blah-blah’..."%
Commenting on the complicated narrative situation of a
novel in which “we Georges all felt the same sun,” Bowering
concludes his Prologue:
We cannot tell a story that leaves us outside, and
when I say we, I 1include you. But 1in order to
include you, I feel that I cannot spend these pages
saying I to a second person. Therefore let us say
he, and stand together 1looking at them. We are
making a story, after all, as we always have been,
standing and speaking together to make up a history,
a real historical fiction. (10)

This 1introduction already puts everything told within the

novel 1into a certain perspective: from now on, pronominal

reference is shaky at best-—-he may be Vancouver as well as

Bowering at almost any time--and the least one can do is agree

with Ronald Hatch that Burning Water "directs us to reflect

on the way in which every historian becomes a part of his
creation. "3®

After the title page of Part I has flaunted the novel’s
‘metafictiona] character by reproducing the engraving on the

Chinhese hotebook on which the manuscript of the novel was

supposed to have been written, Chapter 1 starts with the
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discussion by two West Coast Indians of a "vision,” 1in fact
Vancouver’s ships, approaching an inlet on June 10, 1792. Only
" the younger, inexperienced Indian takes the incoming ships to
be giant birds, though, while the other one is more pragmatic
and knows European boats to be facts rather than visions and
teaches his student 1in good rationalist eighteenth-century
European manner to make use of his imagination, which is based
on fact, rather than his fancy, which 1is not. Edward Lobb
points out in his essay "Imagining History: The Romantic Back-
ground of George Bowering’s Burning Water" that this distinc-
tion between fancy and imagination that pervades the novel "is
an ambitious and largely successful treatment of the nature
of imagination in Coleridgean terms."3® Vancouver himself later
defines the distinction between fancy and imagination, between
"idle dreaming and real perception”®':
“The imagination,” he said. "You speak of it as if
it were the opposite of facts, as if it were perhaps
the enemy of facts. That 1is not true in the least,
my two younhg friends. The imagination depends upon
facte, it feeds on them in order to produce beauty
or invention, or discovery. The imagination is never
the enemy of my eleven feet. The true enemy of the
imagination is laziness, habit, leisure. The enemy
of imagination is the idleness that provides fancy."”
(155)
Reginald Berry points out another literary echo in the
first chapter, a Joycean parallel, which itself may have been
caused by the partial setting of the contemporary strand of

the story in Trieste, the city where Joyce taught:

In some aspects the first section of Burning Water
(two Indians discussing a vision on June 10, 1792)
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reads like a parody of the first section of Ulysses
(Stephen Dedalus and Buck Mulligan conversing in the
Martello tower on June 16, 1904).%

Although it 1is not his official mission during his
exploratory travels, Vancouver wants to appropriate the coast;
he "loved to jump out of a boat, stride a few paces up the
beach, and announce: ’I claim this new-found land for his
Britannic majesty 1in perpetuity, and name it New Norfolk!’"
(26-27) Only Quadra, a captain sailing for the Spanish empire
can serve as a less imperialliy-oriented "European” voice in
the novel; he identifies with the colonies rather than with
the mother country:

“...It is Jjust that I was born in Lima, you should
remember. I am a European only by virtue of the
stories and traditions I always heard from my
parents and their friends."” (28)
Quadra has already integrated the European tradition into a
"parodic” frame and can look at the European view of history
in a detached way that Vancouver is incapable of. When Van-
couver anachronistically reminisces about his "friend" James
Wolfe who was killed by the French on the Plains of Abraham
(before Vancouver could have ever met him), Quadra reminds
him of the place that Wolfe has won 1in history. Of course, he

does not forget to allude to Benjamin West’s painting The

Death of Wolfe either, which seems to haunt most of the Can-

adian historical novels:?3®

“But try to look at it this way, George. He
will have a secure place in history. They will paint
pictures of his triumphant death, with his body
fully-clothed in the colours of his homeland. They
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will write great poems and perhaps songs about him.
His name will live forever in that land. Have they
decided on a nhame for it yet?" (29)

While writing the novel 1in Italy, Bowering comes upon
buildings and monuments that are so old that the historical
discussions about the naming of the New Worid--which form a
major part of this novel written by a New World author--seem
absurd, or at least inconsequential:

He walked all the way round the Santa Maria
del Fiore and thought that it had been standing a
few hundred years when Vancouver sailed, that 1in
fact it was a couple of hundred years,old when, in
1582, Juan de Fuca, real name Apostolos Valerianhos,
claimed that he had found north of latitude 48° a
vast inland sea. (30)

The story of Juan de Fuca leads Bowering back to the
theme of history-writing and plagiarism or parody. George
Vancouver, who had already been to the west coast on earlier
expeditions with his mentor, James Cook, questions not only
de Fuca’s claim to have reached the Strait of Anian but aiso
the existence of the Strait:

"I have been there, you’ll remember, and I
believe that Juan de Fuca hever reached the water
given his name by Meares....” (31)
In his owh Journal, Vancouver cannot withhold a certain
satisfaction at finding proof that earlier exploration reports
such as Meares’ narrative of Captain Gray’s exploits had been
nothing but fantasies or uncritical copies of earlier writing.
After meeting with the American Gray, he states that
It is not possible to conceive any one to be more

astonished than was Mr. Gray, on his being made
acqguainted, that his authority had been gquoted, and
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the track pointed out that he had been said to have
made 1in the sloop Washington., In contradiction to
which, he assured the officers, that he had penhe-
trated onily 50 miles 1into the straits in ques-
tion...4°
Or, as Bowering’s Archibald Menzies disqualifies Meares 1in a
conversation with Gray, "Our meeting enables us to detect to
the world a fallacy 1in this author which no excuse can
Justify” (97).

In a dialogue that the George Bowering 1in the hovel
imagines while walking through twentieth-century Italy,
Vancouver comments on “the Jjournals of Mr. ex-Commander
Meares” that "reck less of the truth than any you’l11l find this
side of Juan de Fuca, strait or Greek” (31-32). Still, 1in

Florence he hits upon "a monumental mappa mundi” sporting "a

fanciful Cina and a fanciful Giapan" as well as "a sea called

the Stretto di Annian” (36). And 1Jater, 1in Chapter 28,

Bowering summarizes several of the myths about the existence
of a Strait of Anian or a Northwest Passage:

Meares said that in 1789 the American Captain
Gray, in the Lady Washington, sailed past the pil-
lar and 1into the Strait of Anian. Meares’® book
published a chart of that legendary voyage. (But
two years later Mr. Menzies with Lieutenant Puget,
falling into conversation with Captain Gray, brought
up the facts of Meares’ book and the fortunhate pas-
sage, whereupon the Yankee disavowed both. Fancy,
we are permitted to see once more, does not hesitate
to make its face plain where there is money to be
claimed.) (125)

On the metafictional Tlevel of the novel, the narrator

George Bowering makes fun of the Proustian way of overcoming
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the distance between past and present through‘an epiphany,
the "historiographic” method that we had already seen fail in
Buckler’s "pretty good Canadian novel." After he sees a sea-
gull, "a sheet of intuition fell over him. He felt a pressure
of memory” (38). Bowering plays with his readers’ expec-
tations: after he has described what an experienced reader
would recognize as a typical Joycean epiphany, he refuses to
emplot the events narrated in the expected way: unfortunately
his vision was only the memory "0Of his earlier 1ife as a
seagull.” Not being "a mystic” or "a nineteen~year-old coliege
student,” he does not feel that affected by the vision and
does not succumb to any delusions of being a Joycean
protagonist, and "It did not change his 1ife in any way" (38).
Bowering here rewrites the story of an epiphany,'and——com—
parabie to Buckler--by having it fail, he shows the
inappropriateness of this European model 1in a Canadian
context.

The effect 1in this case 1is humorous, and of course,

. Bowering’s novel as a whole 1is rather humorous; here, as 1in

his other fiction, the 1ludic element 1is omnipresent,?' a
quality to which a structural analysis such as this one does
not always do justice. That is why some remarks on Bowering’s
language, the paint on the windowpane within his narrative

2

frame,*? are necessary, because it so obviously draws atten-

tion to itself and repels many critics and readers through
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flippancy, cliché, and the use of styles which are completely
incompatible with the characters of the respective speakers
(especially in the case of the natives). Bowering’s use of
language is as much a parody as his use of earlier texts,
whether they be historiographical or literary. If we interpret
his appropriation of history that he had already indicated 1in

A Short Sad Book, and which also dominates Burning Water from

the Prologue onwards, as the act of removing it from the
sphere of influence of the colonial powers, we may discover
an analogous attitude towards Jlanguage. According to John
Moss,
Bowering’s principal tool in the constructive
demolition he undertakes 1is language itself. This
he mercilessly deploys to flaunt our apparently
obsessive will to accept the unacceptable. Words,
phrases, clauses, sentences, paragraphs, in Burning
Water, all fall into place according to grammatical
convention. And if they baffle, misiead or confuse,
if they amuse, infuriate or impress, so much the
better,

Vancouver states that language is a means of domination:
he uses language 1in order to institute government and trade.
"Learning a naked foreigner’s tongue,"” Bowering makes him say,
"is the first step in creating some form of government” (42),
But sometimes Vanhcouver even turns this act of domination into
an Adamic act of naming: not only did he write "all over the
globe,” but "He never wrote down on his charts any names that

were there before he got there” (63). And he gets there by

means of a boat: "The ship is the vessel of metaphor, a carry-
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ing across, as they say"” (166). He pretends to be the first
one to give names to what he claimed was an as yet unnamed and
- uninhabited country. Of course, the country was not uninhabit-
ed; the mountains and bays probably had Indian names already,
and many of them had been named by the Spaniards. In fact,
like palimpsests, the Spanish names appear on some of Vancou-
ver’s maps. Still, it is not only Bowering but also the real
Vancouver who prides himself on having been as close to the
South Pole as anybody else,* thus to have boldly gone where no
man went before, gaining the right to indulge in an Adamic act
of naming. Bowering’s Vancouver himself refers to his own role
as Adamic when he decides to spend a night "on no rocking
waves, but where the newmade Adam himself might 1ie him down”
(110). Dr. Menzies, who is somewhat more apt at deciphering
the existing sign systems of the New World tends to be unhappy
with the Tanguage if not the contents of his captain’s deci-
sions.,

From the point of view of domination through Tanguage,
one of the worst puns in the novel becomes interesting: after
Vancouver has proved his linguistic skills by asking in his
Pidgin Haida: "How through forest it days with canoes many
1s?"”, Bowering comments that "Years later Benjamin Wharf would
be built where this aching query was put” (143). The irony
underlying this aching pun is that Benjamin Whorf, the 1in-

guist, was interested in language as a means of communication
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and not of domination: Vancouver’s interest in language is a
parody of Whorf’s. The flippant language that Bowering uses
always has this parodic quality to it that detracts from its
direct referential, denotative funhction and always points back
to the storyteller who thus affirms his own power over the
story.

In Bowering’s emplotment of the history of Vancouver’s
expedition, the centre of which is Vancouver’s emplotment of
himself,*® the botanist Archibald Menzies very soon turns out
to be the captain’s main antagonist. In genheral, the
naturalist and doctor "emerges from the multiple references
of the various accounts as a most l1ikable character, testy at
times with Vancouver’s arbitrary commands, but ordinarily a
kindly and attentive surgeon.”*® In Bowering’s version,
however, he turns 1into Vancouver’s main antagonist. As J.
Forsyth formulates it in the "Biographical Note” accompanying
C.F. Newcombe’s edition of Menzies’ Jjournal,

Although Captain Vancouver and Menzies were usually
on good terms... the relationship became strained
when the Captain demanded Menzies’ journals and the
latter refused until Sir Joseph Banks and the Ad-
miralty had granted permission...¥
Thus the episode in which Menzies refuses to hand over his
notebook to Vancouver (Chapter 58) 1is historical, but in the
context of the novel it gains new significance: he refuses to

Tet his own emplotment of history be subsumed under

Vancouver’s perspective,
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Bowering is not the only one in the novel who regards
history as a text that can be altered: Vancouver and his
fellow explorers do the same thing. On the other hand, there
develops a close relationship between Vancouver and Juan Fran-
cisco de la Bodega y Quadra, the Spanish--or rather Peruvian—--
captain who teaches Vancouver, the "Puritan on the very edge

of the world,"” (60) a little joie de vivre. "The warm friend-

ship"” between Vancouver and Quadra that earlier critics see
shining "through the 1impersonal account” turns into a homo-
sexual relationship. Vancouver himself points Qut that the
political differences regarding the handing over of Nootka to
the English "had not the least effect on our personal inter-
course with each other, or on the advantages we derived from
our mutual good offices."*® No wonder that--even if Bowering’s
fantasies concerning such developments were true—--the emplot-
ment strategy of suppression would have been applied 1in
Vancouver’s 1log, leading to "the absence of his greatest
discovery in those pages” (74).

The question of emplotment, even if not called by that
name, 1s on Vancouver’s mind when he wonders: "“What kind of
fancy fixed their sailing date for A1l Fools’ Day?” (80), and
the reference to A1l Foo]’s‘Day as well as a "ship of foois”

(81) might remind readers of another ship of foolis setting out

on All Fools’ Day, i.e., Herman Melville’s Fidéle in The Con-

fidence-Man. A good examplie of how arbitrarily one can emplot
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certain events by integrating them into a story or refrain
from doing so, is given in Chapter 18: a storm smashes into
the Chatham and the Discovery and invites emplotment. Bowering
the narrator insists on the importance of the parodic frames
that he builds around the (textualized version) of the event:
it "might have been a test. It might have been a warning. It
was probably just a meteorological fact" (82).

While he claims to have abstained from emplotment
strategies in the former case, Bowering does not hide the fact
that he emplots Archibald Menzies’ actions so as to make them
fall into the general parodic pattern of the novel. The fact
that Menzies shot an albatross and analyzed its corpse 1in
April 1792% serves as a starting point at which Bowering can
anchor mythological and literary emplotment. Menzies "brought
down the brown albatross that had been following them since
they had departed the [Sandwich] Islands...” (86) The parody

here 1is of course that of Coleridge’s Rime of the Ancient

Mariner, and Bowering does nhot hesitate to thematize this
intertextual relationship: "In case anyohe was wondering: yes,
this happened on the same day that the English poet was
composing his Christian ballad.” The "thoroughly unsuper-
stitious” doctor, though, may have been fully unaware of his
running along thoroughly beaten literary tracks, because, "In
any event, Dr. Menzies seldom read verse, though he did write

commendable prose” (87). This first reference to Coleridge



Bowering 238

"clo%es the first part of the novel, entitled "Bring Forth a
Wonder. "

Like the doctor, Bowering’s seamen also resist their
being drawn into the parody unless they are forced to by the
emplotting literati:

They didn’t give two hoots about an albatross. Un-
less there was a literary person about. If there
was a literary person about, they let on about how
the great spread albatross over the guarterdeck was
the source of supernatural calm, and the dead al-
batross was a source of the supernatural dread.
(162)

A “sailor name Delsing,” bearing a name that has often served

George Bowering as his own nom-de-texte in A _Short Sad Book,

the early novel Mirror on the Floor, and other stories,? telis

a German poet that he had once killed an albatross and had
been forced to wear it "around his neck until it dropped off"
(162). Such a parody of Coleridge’s story, reconstructing the
situation on which the poet’s "Christian ballad” might have
been founded, 1s of course a special type of parody almost
resembling the interpretation that sees Pound’s Hugh Selwyn
‘ Mauberley as the parody of what Findley or others may produce
as a parody of it.>!

Among the intertextual relationships between Bowering’s

Burning Water and Coleridge’s Ancient Mariner there 1is also

the title of the novel, which takes up references to the slimy
marine animals present in tropical waters that "Burnt green,

and blue and white” (1., 130) and gave a charmed appearance to
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the sea that "burnt alway / A Still and awful red” (11. 270-

271) 1in the Ancient Mariner.® As John Livingston Lowes has

shown, Coleridge had based his lines on "burning water” on the
Jjournals of Captain Cook.%® So we are here confronted with a
complex net of parodic relationships: Coleridge re-works
artistically (parodies, 1in one sense of the word) Cook’s
writing; George Vancouver, who had been Cook’s apprentice on
his expeditions, also re-writes what had been erroneous
statements 1in the Journals of Cook, "his chief and best
teacher,” "his father” even (44, 45). Here we have a good
example of what Helen Tiffin calls "canonical counter-dis-
course” in the essay referred to above:
This strategy ... is one 1in which a post-colonial
writer takes up a character or characters, or the
basic assumptions of a British canonical text, and
unveiis those assumptions, subverting the text for

post-colonial purposes.>*

The beginning of Part Two of Burning Water ("The Devil

Knows How to Row") first takes Bowering the writer back to
Vancouver, covering the distance of Vancouver’s year-long
travels in a matter of hours. The reader is brought back into
the company of the Indians who are discussing the “"vision”
that they had of Vancouver’s boats. In having them either
behave according to white stereotypes of what Indian behaviour
is Tike--thus parodying the stereotypes--or by having them
take over wholesale some "white” locutions and proverbs--thus

parodying these traditional locutions by integrating them into
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a totally unexpected context-—-Bowering achieves humorous ef-
fects, but the didactic efficiency of such parodic shock
“treatment should not be ruled out. An example of the first
case is the comment on the older Indian’s patient behaviour
towards the young Indian as an artist:

The third Indian’s efforts to be creative were
noted by his friend with approval. That is why he
wasn’t impatient with him. A lot of people think
that Indians are just naturally patient, but that’s
not true. Before the white "settlers” arrived there
were lots of impatient Indians. It’s only in the
last two hundred years that Indians have been
looking patient whenever there were any white men
around. (92)

The acceptance of white clichés by Indians, and their parodic
integration into the fundus of native wisdom becomes clear in
the next example:

"There 1is anh old Haida saying 1 have heard,”
said the third Indian, "that says, history will
repeat 1its unhappiest hours upon those who do not
remember what happened the first time."” (94)

As Archibald Menzies puts it in an {(imagined) conversation
with Vancouver, "[The people who live here] deem the mountains
to be mountains, that and whatever advantage they can make of
that. They are true Western man” (108).

At least in these paragraphs, the old (i.e., Vancouver’s)
text seeing the Canadian west coast from a European point of
view is turned into a new one seeing the European explorers
from an "indigenous” Canadian point of view. I am aware that

critics such as Terry Goldie would rightly gquarrel with my use

of the word indigenous here. Goldie points out in his contri-
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bution to Future Indicative, the Ottawa symposium on modern

theoretical approaches to Canadian literature, that even 1in
exploration reports such as Hearne’s (and this certainly
refers to His Majesty’s cartographer, George Vancouver), the
European is the sign-giver in the semiotic process of naming
a new country:
This semiosis in which native peoples are presented is
under the control of the white sign-makers. The signs at
play, whether those signs represent repulsion or at-
traction, reflect the power reilationships in the economy
of imperialist discourse.>®
This, howevér, is the very fact that Bowering makes (many
people may wish to say, too blatantly) obvious 1in his
parodies. As I pointed out earlier, the 1indigenous people
Bowering describes parodically are not Indians in their own
right but Indians as seen by Bowering. Such a blatantly ob-
vious reduction of the natives to comic book figures should
then be interpreted as Bowering’s criticism of the fact that,
as Robin Fisher puts it, "Some of the major themes of Canadian
historical writing have perpetuated a 1imited view of the
indigenous Canadian."®® It satirically points out what Bruce
G. Trigger calls the "failure of historians and anthropo-
logists to regard native peoples as an integral part of

Canadian society."?” Commenting on Bowering’s parodic techni-

gue, Terry Goldie remarks 1in Fear and Temptation, his book-

length study on The Image of the Indigene 1in Canadian,

Australian, and New Zealand Literatures, that "George Bowering
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emphasizes his prenominal relationship with George Vancou-
ver..,., but the latter 1is constantly 1insensitive to the
necessities of indigenization which the text exhibits so
strongly. "58

Although he communicates and trades with the indigenous
population, George Vancouver’s interest is--at least in Bower-
ing’s view-—-primarily to be a surveyor leaving "no faint lines
or white cloudy spaces on the charts he took back to Europe’s
scribes,” and to “"become the name they thought of first”

4

(100). Vancouver’'s tendency to inscribe himself into the new-

found landscapes also leaves its traces ih Burning Water. At
a certain point, Vancouver’s voice takes over, for examplie in
Chapter 23, which is entirely an almost literal tranécription
of a letter that he sent to Admiral Stephens on December 6,
1793, and which summarizes events—-such as the death of John
Carter after eating musselis—--that took place in the month of
August of that year.>S

The most daring examples of changes of factual informa-
iion that Bowering uses with regard to Vancouver’s narrative,
and which are due to strategies of emplotment, are without any
doubt the suggestion of a homosexual reiationship between
Vancouver and Quadra throughbut the novel and a dream in Chap-
ter 30, which would have been the absolute centrepiece of the
novel, arithmetically speaking, 1if the book had not been

thrown off balance by Bowering’s omission of Chapter 52.%° The
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strange dream in which Vancouver sees his boats flying across
the continent from the West Coast to Hudson Bay may be traced
back to one of the "moments of excitement” in Vancouver’s
narrative "when he was sailing up Howe Sound, thinking for a
few hours that he had breached the barrier of the coast
mountains' and found the Northwest Passage.®' In his published
journal, Vanhcouver writes that on June 15, 1792,

Towards noon I considered that we had advanced
some miles within the western boundary of the snhowy
barrier [of the Coast Mountains], as some of 1its
rugged lofty mountains were now behind, and to the
southward of us. This filled my mind with the pleas-
ing hopes of finding our way to its eastern side.®

Leaving all pretensions of writing a realistic work of his-
toriography behind, Bowering develops these pleasing hopes
into a full-fledged dfeam.

At the beginning of Part Three, “"The Dead Sailors,”
Bowering has fulfilled the vision he had in a dream 1in Part
Two of "unexpectedly flying to a strange Central American city
with his wife” (118): "He had gone east to Trieste because the
Europeans had come west, and now he was going south to
Guatemala because they had come north” (173). Still, Vancouver
himself finally moves south to California and Hawaii 1in order
to meet Quadra and ultimately return home to England.

For obvious reasohs, we might expect Bowering, who 1in
the Prologue elaborates on his personal connection not only

with the person George Vancouver but also with the city of

Vancouver, to concentrate on the Canadian content of Vancou-
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ver’s text. But one of the scenes he highlights is set on his
way south in the Pacific Ocean, seemingly 1in the middie of
nowhere, at the point where an archipelago discovered by the
Spaniards is supposed to be: Los Majos. In the published ver-
sion of his journal, Vancouver Jjust states that there 1is no
land where the Spaniards claimed Los Majos were situated:
At the close of day there was no appearance of these
islands so far as could be seen a head, and as we
had now passed some distance to the westward, I
concluded they could have no existence in the neigh-
bourhood of the spot assigned to them, and for that
reason I relinguished any further search, and made
the best of our way to Owhyhee.®®
His editor, W. Kaye Lamb, indicates the possibiiity that Los
Majos were identical with the Sandwich Islands and remarks
that “Vahcouver makes no mention of this possibility himself,
no doubt because he would have been reluctant to admit that
the Spaniards might have discovered the islands before Cook. "%
In Bowering’s novel, Vancouver explicitly states that such a
“fact" would run counter to his strategy of emplotment:
If Los Mojos are not there, then the Spaniards were
visitors to the Sandwich Isliands before James Cook
landed there, and that would not be an acceptable
fact in my view of history. (202)
whereas the examples of emplotment quoted so far, except
maybe for the last one, which moves already in the direction
of a falsification of facts rather than just a biased inter-
pretation, are all more or less classifiable as instances of

highlighting or suppression, we have 1in the unexpected and

clearly ahistorical ending of the novel a radical change in



Bowering 245

Vancouver’s narrative. It goes far beyond all strategies of
emplotment admissible in historiography: while the historical
Vancouver returns to England to write his Voyage, Bowering’s
is killed by Menzies. The antagonism between Vancouver and
Menzies 1is the major strategy behind the emplotment of the
historical data referring to the Vancouver expedition, but in
a way the parodic strategies of emplotment develop an energy
of their own. In tune with the parodic paralliels between the

Ancient Mariner and Burning Water, the dying Vancouver asks,

"Will you want me round your nheck till I fall?” (258) In at
least one instance (a prolepsis in a reference to the Tlate
Captain Vancouver [151]), Bowering has prepared the reader for
this murder committed by Menzies, or by another, mightier
force--"some strength unwitnessed"” (the narrator or author?).
At first sight, the murder destroys the historiographic

aspirations of the novel, but the alteration should not dis-

tract us from the fact that Burning Water is--amongst other

things--a historical novel, at least in so far as it deals
with the problems of writing a history. Admittedly, it takes
the strategies of emplotment far, too far perhaps, beyond what
is acceptable in a historical novel. The murder 1illustrates
that history has been turned inte fiction and that it has
adapted to a myth that is in a way truer than history, end-
ing-—as Eva-Marie Kroller points out-~"with a death mytholo-

gically more fitting than [Vancouver’s] historical end: like
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Narcissus and Ahab, Vancouver drowns inh the sea that he tried
to make the reflection of his own self."®

The mythologization that comes with Bowering’s empiotment
of Vancouver’s story is also obvious in another deviation from
factual history. While Vancouver’s Discovery was in fact only
a namesake of Cook’s Discovery Tlaunched as late as 1789,°%°
Bowering suggests that it was the same ship that "[t]hirteen
years earlier ... had appeared at Nootka, under the command
of the as yet uneaten Captain James Cook"” (18). Such a change
of the facts serves to emphasize the father-son relation that
Bowering constructs between Vancouver and his mentor, and for
which there is certain evidence such as the real Vancouver’s
unwiliingness to criticize and revise Cook’s text even when
he knows it to be wrong. Edward Lobb comments on the "anxiety
of influence” on the part of Vancouver and Tinks it with Van-
couver’s contemplation of actual "cannibalism after recovering
Cook’s body (126)" which is reflected by Bowering’s literary
cannibalism of "earlier writers through quotation and allu-
_sion,”“ what I have called parody.

Bowering’s "literary cannibalism” comes to the fore in
his re-writing of the historical exploration reports emplotted
by Vancouver and Menzies. The strategy of emplotment is at
work not only in the historical exploration reports but aiso
in a latter—-day secondary version of history such as Burning

Water. The George Bowering within the novel claims that for
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him it is a "strange fancy that history is given” (9), whereas
he knows that it is a "strange fact that history is taken.”
Here, however, the process of emplotment is quite far-reach-
ing: Vancouver’s death turns the story that would have been
an odyssey into an ordeal, or--in White’s terminology--from
a romance into a tragedy.® This generic change should be read
as a parody in the sense employed in this study, as repetition
with a difference, or rather with a vengeance, as a strategy--
or a mode~-which makes use of oid texts by integrating them
into a new one. The old direction and intention of the paro-
died text are then subsumed under the new perspective of the
parodying text. Whereas MaclLulich may have been right 1in
claiming that "explorers are ... relatively unsophisticated
storytellers, who tend to emplot their stories in a simple
manner, "% we certainly cannot say this about the twentieth-
century critic, novelist, and poet George Bowering or his
perscha within the text.

Within the novel, Quadra’s role foreshadows Bowering’s
as an author. Bowering finds himself in an awkward role: he
is writing a post-colonial novel from the point of view of
the colonized Canadians, but at the same time he has to
realize that he 1is a descendant of the white colonizers,
whereas the indigenous people play nothing more than the roile
of Shakespearean fools. Quadra himself, who was born in Peru,

verbalizes this problem in the novel: "I am a European only
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by virtue of the stories and traditions I always heard from
my parents and their friends” (28).

To say that the Canadian writer Bowering kills off the
British colonizer and explorer Vancouver in order to make the
story and history of Canadian exploration his own may be

taking the interpretation of Burning Water as parody and self-

appropriation quite far, but such would be postmodern and
post-colonial parody as repetition or re-writing with a

vengeance par excellence.’® We have to admit, though, that it

is the enlightened colonizer Menzies rather than fhe colonized
Indians who takes history into his own hands and Kkills
Vancouver. And Bowering and his audience are not exactly
representatives of the autochthonous Canadian population.
The preceding pages have clearly shown that parodic tech-

niques are practically omnipresent in Burning Water, as they

had been in A Short Sad Book. Although the novel abounds with

Tinguistic puns and parodic literary allusions that at first
sight do not seem to amount to more than clever games that
Bowering plays with his readers, the metafictional (or rather,
metahistorical) musings that are included in the two novels
show that there is more to Bowering’s deconstructionist stance
than irresponsive and 1rresbonsib1e game-playing, that at the
very least

stereotypes are the subject of a parodic re-evalua-

tion, which makes readers realize that what they

hold to be true, or realistic, is very often part
of a set of conventions which TJliterature (and
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historiography) has engraved in our thought system.”’
The aspect of game-playing, though, should not be
neglected 1n a postmodern text written by an author of
Bowering’s persuasion. In a recent discussion with Robert
Kroetsch, he admits to playing such a game of hide and seek
with his audience. His writing from the margin of a former
empire 1is marginal even 1in Canada: Alan Twigg summarizes
Bowering’s point of view as follows:
He has a new theory: Albertans 1like his friend
Robert Kroetsch reject history and make myth.
Quebecois writers reject history and then make their
own., But 1in B.C., where a boy could grow up nhot
knowing the street names, history is fair game to
be explored and re-invented,’?
It 1is also fair game to be parodied, such a parody often
resuliting in a deconstruction rather than a reconstruction of
the imperial master narrative, whether this imperial master
narrative be of a historical, non-fictional quality--such as

Vancouver’s writing--or of a more lyrical quality-—-such as

Coleridge’s Ancient Mariner.

The writing of history and historical fiction in a for-
merly colonized country such as Canada has to come to grips
with the typical problems of what Linda Hutcheon calls his-
toriographic metafiction, what I have called historical par-

ody. Although I refer to Burning Water as an historical novel,

I am well aware that it is not a typical novei of the Waiter
Scott/James Fenimore Cooper tradition that leads up to George

Lukécs’s realist historical novel. Bowering’s novel-—as well
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as Findley’s studied above--is rather an examplie of what Hans
Vilmar Geppert calls the ’other’ historical novel: it puts
emphasis on the built-in "Hiatus von Fiktion und Historie,"”
the 'hiatus’ between the fictional act of recreating the past
and the past itself.’®

Burning Water has to share some of the criticism that

other novels profiting from the narrative possibilities of
this hiatus opening up have attragted. T.D. MacLulich’s bitter
comment on the ludism of postmodernists such as Bowering that
"may not announce the health of a national tradition, but may
predict its death, crushed by the weight of excessive self-

" is certainly an over-reaction; and Terry

consciousness’
Goldie may go quite far in the other direction when he calis
the novel "a text which makes a significant attempt to be

sensitive to the indigenous culture."’™ But, however ironic

Chris Scott’s statement about Burning Water that "Historical

novel this ain’t, real fiction it is, and how,"’® may have
been, and whatever Bowering may have said 1in interviews about
his political commitment, his strength and motivation lie 1in
the structural acrobatics of parody rather than 1in the

political arguments, the intention behind these parodies.
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5, Atwood: Parodies from a Feminist Point of View

'what I’m going to

tell you now,’ he
said, ’may sound
incredible. But then,
when you’re not

accustomed to history,
most facts about the
past do sound 1in-
credible.’
Aldous Huxley'

A1l history was a
palimpsest, scraped
clean and reinscribed
exactly as often as

was necessary.
George Orwel1?

Margaret Atwood 1is doubtless a suitable contemporary
Canadian novelist with whom to close this study. Not only is
she the best-known Canadian writer-—-at home in Canada as well
as abroad--but as a woman writer 1in a world that is still
generally seen to be dominated by men she also becomes doubly
representative of parodic strategies in contemporary litera-
ture, of using and undermining dominant discourses and
"inherited fictional forms."® Coral Ann Howells draws atten-
tion to this fact when she points out the affinities existing
between, on the one hand, "women’s experience of the power
politics of gender and their problematic relation to patri-
archal traditions of authority”™ and, on the other hand, "Cana-
da’s attitude to the cultural imperialism of the United States
as well as its ambivalence towards its European inheritance."*

Parody here works on the level of gender as well as nation;

as Lorna Irvine puts it,
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Although Canadian writers 1in general often 1i1-
lustrate adventure and escape differently from
American writers, women writers more consistently
thanh male writers situate and celebrate a maternal
domain that presents an alternative structuring to
that of patriarchal systems. As a result, within
already established patterns of colonization, or at
least of economic and political domination, women
writers find that subversive language powerfully
connects their cultural and psychological situa-
tions, their positions as Canadians and women.®

Patricia Waugh points out to what extent the works of
contemporary women writers such as Margaret Atwood differ from
the present male-oriented postmodern kind of writing which is
dominated by writers such as George Bowering, the subject of
the preceding chapter. Canadian women authors share with the
male postmodernists their preference for the popular, "reject-
ing the elitist and purely formalist celebration of modern-
ism..."® But,

At the moment when postmodernism 1is forging its
identity through articulating the exhaustion of the
existential belief 1in self-presence and self-
fulfiiment and through the dispersal of the uni-

versal subject of liberalism, feminism (ostensibly,
at any rate) is assembling its cultural identity in

what appears to be the opposite direction.’
Feminist or feminine writers go in this opposite direction of
creating a different but still coherent cosmology by means of
using technigues such as consciousness-raising, "aimed
precisely at the forging of an 1nd1v1dué? and collective sense

"8 In this sense they clearly deviate from

of identity...
"male"” types of postmodern writing such as George Bowering’s.

For this reason, a statement such as Linda Hutcheon’s that
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"Atwood’s fiction 1is ... the epitome of this postmodern
contradiction”® is debatable and will be discussed at the end
of this chapter.

If we 1look for the narrative strategies of women’s
"alternative structuring to that of patriarchal systems,” éven
a short and mostly thematically-oriented introduction to
Atwood’s work such as Barbara Hill Rigney’s points to the
important role that parody plays in Atwood’s novels, and it
hints at the special meaning that parody has in this context:

A1l of Atwood’s works are, in some sense, parodies,
critical of any ideology or literary style which has
"pretensions to profundity’. But her concerns, as
we know most particularly from True Stories, Bodily

Harm, and The Handmaid’s Tale, go deeper than mere
parody can convey.'®

"Mere parody” 1is probably supposed to mean parody as it has
been traditionally defined as a humorous and playful version
of an eariier text, just as it has--at a superficial reading--
been used by Bowering. And this is the way Atwood herself has
defined it in an essay on Canadian humour, in which she sees
parody as "habitually work[ing] in a double-edged way: by
trivializing a specific work or style whose original has
pretensions to profundity, it allows the audience an escape
from the marginal and mysterious in ’art.’"'!

If we abstract from the humorous features of parody and
redefine it in the way suggested by Hutcheon and others as
shown in the first part of this study, we arrive at a parodic

art form that can "go deeper than mere parody,” that "subverts
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and revises certain conventions of the novel."'? Such a view
of parody would also take 1into account what Frank Davey
describes as translation from one discourse into another, of
"instances in recent Canadian writing where previously
inscribed strategies are resisted or where inherited literary
texts or practices are transformed and translated."'® This re-
definition would then also include Coral Ann Howells’s view
of Atwood exploring the "implications for women’s writing as
dissent from existing structures of authority."'

In her essay "Telling it over again: Atwood’s Art of
Parody,” Barbara Godard gives a good introduction to contem-
porary theories of parody (focusing on Linda Hutcheon’s
approach) and shows to what extent parody in the sense used
in this study has always been 1important in Atwood’s poetry,
starting even before her first published volume, Double
Persephone. Mentioning Atwood’s novels and the tendency of her
protagonists to “cure themselves of a habit of taking or
borrowing from other artists/writers by exposing the distor-
tion of such derivation or copying, "'® Godard states that

Atwood’s fiction is grounded 1in paradox, however.
While the embedded narratives denounce all imita-
tion, the text is composed through such superposi-
tion of ready-made narratives. The purported
reductiveness of the copy, suggested in the embedded
text, is counterbalanced by the expansiveness of the
synthesis in the new text. Moreover, discrimination
of originality depends on the reader’s thorough

knowledge of and detection of copied forms, para-
doxically valorised.'®
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Bodily Harm and The Handmaid’s Tale,'” the two novels

among the Atwood titles that Rigney mentioned in the above
guotation fit ideally into the framework of this study, not
only because they are parodic in the sense of the word used
in this study, but also because in them Atwood comes closest

to, and at the same time extends, the reailm of what one can

refer to as historical novels. In the earlier Lady Oracle,
Margaret Atwood had already made use of parodic strategies
when she shaped standard and clichéd forms of literary mass
products such as cheap romances into an original new form of
writing,' but I would agree with Coral Ann Howells that

Bodily Harm and The Handmaid’s Tale show Atwood 1in
her most radical 1light, for here not only 1is she
rewriting traditional Titerary genres 1like gothic
romance and the utopias of science fiction but she
is also attempting to revise the categories of
"Canadian’ and ’female’ through which her own
identity is constituted.?®

In addition to this, the two texts are "profoundly political”
novels that, as Rigney puts it, "represent the confrontation
with power and its universal forms: dictatorship, tyranny,
torture and the reality of violence."?® In a strict sense, of
course, neither book can be called a "historical” novel
because one is set in the present and the other one 1in the
future. Still, they belong to a group of novels that "may be
read as revisions of history told from a marginalized feminine

perspective..."?!
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Bodily Harm fits 1into this category for yet another

reason: it shows us two societies, Canadian and Caribbean,
which exist at two different stages of their political
development, and Rennie, who has come to the Caribbean 1in
order to do a travel piece, is a time traveliler as much as she
is a tourist. To quote Ezra Pound, "All ages are contem-
poraneous. It is B.C., let us say, in Morocco. The Middle Ages
are in Russia. The future stirs already in the minds of the
few."22 The political corruption of the Caribbean, with power
elites such as the corrupt dictator Ellis c¢clinging to their
positions, may well be interpreted as a repetition of the
nineteenth-century Canadian situation. And the novel may even
be read as historically prophetic in the sense that from the
island of St. Antoine "[wlhen it is not too hazy you cah see
Grenada"” (128), where~-as we are told--"[tlhe Cubans are
building a large airport” (135). The omnipresent CIA agents

in Bodily Harm--there "“to nip history in the bud" (135)--may

well have been precursors of President Reagan’s later military
invasion of Grenada.

The Handmaid’s Tale, a dystopia about late twentieth-

century America, gives us the "tale" as it has been recon-
structed and is discussed by historians at a conference in the
late twenty-second century. Seen from the perspective of the
conference 1in 2195, the tale is a historical report, and the

discussion of 1its veracity as well as the handmaid’s remarks
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on her own version--or rather versions--of the past focus on
some of the main probliems of writing historical texts, whether

they be novelistic or factual.

Rennie Wilford, the protagonist of Bodily Harm, travels

to what she expects to be a paradisal Caribbean group of
islands in order to escape from the threats of the Toronto of
the 1980s. Suffering from breast cancer, she has undergone a
partial mastectomy, but not only her body is threatened by the
intrusion of evil: an unknown person has left a rope in her
apartment, hinting that there is more and more immediate harm
waiting for her. Rennie, who earns her living as a journalist
writing for Toronto lifestyle magazines, decides to leave
behind these threats as well as a somewhat disorderly love
1ife in order to enjoy the fun and the sun of the Caribbean.
The islands of St. Agathe and St. Antoine do in fact offer her
an escape from Toronto l1ifestyles, but they also give her a
lot more than she has bargained for; they confront her with
a different historical situation, 1in which the textual
(journalistic) grids through which she had been able to
perceive the world in Canada--and to function in +it--prove
useless. The register and tone of lifestyle articles are inap-
propriate in the "tropical trauma”?® of a society dominated by
utmost poverty and political upheaval: the islands have just

won their independence from Britain and are heading for their
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first elections. Rennie’s attempts at integrating her ex-
perience into the journhalistic style she normally uses sound
- 1ike inadvertent parodies, and they serve a clear parodic (and
didactic) purpose on the part of Atwood the implied author.

But not only single elements of story and style are
parodic; parody works on a generic level here, too: one may

agree with Frank Davey that Bodily Harm is one of Atwood’s

four female comedies, but then one has to make aliowances for

the ending of such a nhovel as Bodily Harm, which does not con-

form to what one expects from a comedy. Atwood’s repetition
of the traditional genre of comedy 1is a repetition with a
difference: the "inherited patriarchal narrative pattern,” in
other words "the comic pattern itself,”?* 4is 1inverted and
parodied. Davey states about the main characters of Atwood’s
novels that "All of these women feel trapped by the static
patterns of their art and attempt in some way to challenge or

destroy these patterns.” In the case of Bodily Harm, "Rennie

becomes increasingly aware of the ironic disparity between her
journa1istic catchwords and the actual events she encoun-
ters..."?% she is finally able to overcome this rift, though,
through active involvement.

As mentioned, the most obvious part in which Bodily Harm

deviates from or parodies the comedic pattern 1is the ending
of the book. While some critics (rather naively, one might

argue) read the final section, the beginning of which is
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written in the future tense, as a clear indication that Rennie
will be able to return safely to Canada, others would agree
with Davey’s reading that "The novel concludes with two rescue
fantasies (...) which Rennie composes amid the 1increasing
horror of a political prison."?® Atwood does not commit herself
to more than the statement that the outcome of the novel is
open to question.?’ Still, there is of course a positive aspect

that might justify our calling Bodily Harm a comedy even in

a traditional sense. In what Elaine Tuttle Hansen callis a
“moment of ’epiphany,’”?® Rennie arrives at a wholesome

insight, reaches an inner state of greater "political aware-

2

ness."?® "[Slhe changes in perception, ih understanding rather

w30

than by any change of option or action, so that we are

unable to say whether this inner growth is enough to save her
from the Caribbean dungeon. This is more or less also the
point of view Sharon Wilson takes:

Whether or not she literally returns to Canada (a
point Atwood chooses to Jleave unresolved), sym—
bolically her body ultimately includes all women,
all victims and oppressors, all human beings, ail.3

While 1in traditional "male" comedy, the characters are
restored to the old order,

Atwood’s concern with metamorphosis aiters the comic
pattern greatly. The 1individual 1is restored (...)
not to order but to growth. The traditional comic
pattern is 1in a sense overturned; order becomes
equated with dehumanizing systematics, with 111-
health, ’disorder’; traditional disorder becomes
organic process.3?
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Hansen 1interprets Rennie’s narrative as "a kind of
traditional therapeutic model, a talking out of memories of

% The novel starts with the one-sentence

personal trauma."?
paragraph "This is how I got here, says Rennie” (11). The two

words sayvys Rennie characterize the rest of this first section

of the first part of the novel as a iong portion of direct
speech rather than a first-person narrative, and they also set
a pattern for four of the novel’s six parts (Part II: "One of
the first things I can remember, says Rennie,..."” [53}; Part
III: "My father came home every Christmas, says Rénnie” [108];
Part VI: "’I thought it was dumb,’ says Lora” [265]).3%

In itself, the first sentence of the novel sounds almost
1ike a parodic answer to Northrop Frye’s famous question,
“Where 1is here?” which--according to Lorna Irvine--"seems
designed to alert the reader to the novel’s 1interest 1in
Canadian nationalism and to certain of 1its political inten-
tions."® Here we are dealing with another, as the Caribbean
politician Dr. Minnow would call her, "sweet Canadian,” asking
the archetypal Canadian question of cultural 1identity. Her
whereabouts are probably the dungeons of the former colonial
fort and now postcoionial prison which used to be called Fort
George and has now (parod1¢a1]y?) been named Fort Industry.
She has come a far way from her original plan to abstain from
any political topics and to do "a good Fun in the Sun” (16)

piece for a men’s magazine called Visor. She, who 1is "all 1in
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favour of protection against disease” and has "contacts’
rather than "friends” (16), 1is normaily able to shift her
narrative or Journalistic perspective according to the
orientation of the magazines for which she is writing {(female-
oriented: Pandora; male-oriented: Visor or Crusoe). She
"packages" or "frames" the material about which she is writing
rather than really touching it or being touched by it. In
Sharon R. Wilson’s words, Rennie is "a character who special-
izes 1in packaging experience (this time including disaster,
torture, and revoiution) for popular consumption."3S
So far, the stories Rennie writes about Toronto 1ife have
provided her with metaphors sufficient for most of the
situations of everyday 1ife. Even the dismal state of the
Caribbean airiine 1industry can be read as a rewrite of an
essay on Toronto cuisine:
S8t. Antoine 1isn’t a rich country, they probably buy
their planes fourth-hand from other countries, then
stick them together with Band—-Aids and string until
they fall apart irreparably. It’s 1ike the fat trade
in restaurants. Rennie knhows a 1lot about the fat
trade in restaurants: the good ones selling their
used fat to the second-rate ones, and so on down the
line until the fat reaches the chipworks of cheap
hamburger stands. Rennie’s piece on the fat trade
was called, "By Their Fats Ye Shall Know Them."” (22)
But the reality through which she lives does not follow the
standard plots she knhows and rewrites 1into so many more
articles. Neither does rather obvious biblical parody prove

useful in this case: there are no Canadian tropes that wouid

be able to deail with the political development in the tropics,
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The only story elements that Rennie still is able to
revise and manipulate relate to the Toronto events that have
made her flee from Canada after her mastectomy: in her (oral?)
re-telling Rennie keeps the story of her relationship with her
Jewish boyfriend Jake separate from her version of tﬁe
incident of an intruder leaving a coil of rope on her bed.
But, although Roberta Rubenstein points out that the "faceless
stranger” 1in Rennie’s mind "is not Jake, not Daniel, not
Paul, "3 the parallels between the rape fantasies that Jake
pretends to be acting out when making love to her ("Pretend
I just came through the window. Pretend you’re being raped”
[117]) and the actual intrusion of a possible sexual offender
are obvious. To the readers who know that the 1intruder who
left the coil of rope on her bed came through the bathroom
window, Rennie’s description of some of Jake’s surprises must
ring several bells:

Sometimes he would climb up the fire escape and in
through the window 1instead of coming through the
door, he’d send her ungrammatical and obscene
letters composed of words snipped from newspapers,
purporting to be from crazy men, he’d hide 1in
closets and spring out at her, pretending to be a
lurker. (27)

Another instance of Rennie’s "parodic” use of "old"
material in her writing--this time from her earlier writing
done for one of the Toronto lifestyle magazines and working

on the level of contents rather than form--is her "piece about

drain-chain jewellery” (23). In the same way that Rennie uses
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old and well-used forms of writing in order to come to terms
with a new and unusual situation, she tried to instill newhess
into jaded Toronto lifestyles by inventing new uses for old
and well-known appliances. Her use of parody here may be of
importance for the interpretation of the ending of the novel:
here, we are dealing with a special case of "prophetic”
parody:
...sometimes Rennie 1liked to write pieces about
trends that didn’t really exist, to see if she could
make them exist by writing about them. Six to one
she’d see at least ten women with bathplug chains
looped around their necks two weeks after the piece
came out. (25)
If we interpret the ending of the novel in the same way, there
is a six-to-one chance of Rennie surviving the ordeal in Fort
Industry but no guaranteed positive answer to I1diké de Papp
Carrington’s question, "Can she make her freedom exist in the
future by imagining it in the present?"38
A1l the same, Rennie does use her acquired "1ifestyles”
style in order to try to make sense of the new situation in
which she finds herself:
Rennie begins to compose, from habit and to
pass the time, though she does not think the Sunset
Inn will find its way into her piece:
The décor is nondescript, resembling nothing so much

as _an_English provincial hotel, with flowered
wallpaper and a few prints of hunting and shoot-

ing... (42)

But Rennie is not the only producer of parodies in the novel--
having been used to thinking along parodic patterns, she also

perceives Caribbean versions of supposedly traditional western
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legends, such as the story of the patronymic saint of the
istand, St. Anthony, as somewhat parodic: a sign that parody
-can also fulfil an educational role in international and
inhtercultural relations through the shock of recognition that
it brings forth in ethnocentrically educated readers:
It’s St. Anthony, being tempted in the desert; only
the desert 1is bursting with tropical vegetation,
vivid succulent red flowers, smooth fat Tleaves
bulging with sap, brightly coloured birds with huge
beaks and yellow eyes, and St. Anthony 1is black. The
demons are noticeably paler, and most of them are
female. (70)

Dorothy Jones comments on the use of the names of
Christian saints 1in Atwood’s Caribbean toponymy, anhd 1in
addition to the Egyptian saint Anthony Abbot, her references
to St. Agatha, after whom St. Antoine’s sister island is
named, is of importance here, because she "was a virgin martyr
who had her breasts cut off with shears because she refused
to accept the advances of Quintanus,iconsu1 of Sicily..."%®
Jones’s comments show that Atwood the author uses parodic
methods in the nhaming of the locale of her novel, parodic
methods, though, which are hardly obvious to the casual and
even the academic reader. I doubt very much that Rennie would
be aware of them.

Rennie is a writer (and reader) whose point of view is
soundly located in a clearly defined ethnic environment--her

home town of Griswold, in the heartland of the Southwestern

Ontario gothic tradition--but 1in Toronto she has Jlearned
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already that her own points of view have to be accommodated
in order to fit completely the urbane style of metropolitan

Toronto:

Rennie sits by the window, staring at her notebook,
in which she’s managed to write four words: Fun in
the Sunspots. But why worry? The editors always
change her titles anyway. (123)

But while in Canada one finally settles for one version, Paul,
the drug-dealing American, instructs Rennie that "[i]ln this
place you get at least three versions of everything, and if
you’re 1lucky one of them 1is true. That’s 1if you’re Tucky"
(150). Rennie herself 1is still too clumsy to be able to
function completely in this environment. "There are a lot of
things here that Rennie has no names for" (194). After she has
been shown that one perspective she has adopted is wrong, she
switches around completely, without being able to adapt to
small differences. Once she has been told by Paul that the men
she took for dentists from Wisconsin are really Swedes (148),
all tourists 1Took Swedish to her (151). Finally, reality
becomes too strange to be assimilable into any of her own
genres of writing: "This, thinks Rennie, is an exceptionally
tacky movie. What next, what now? It’s not even a good
Tunchtime story..." (159) Her affair with Paul, on the other
hand, fits well into the world of Dell mysteries: "She knows
she’s fallen right into the biggest cliché in the book, a no-
hooks, no-strings vacation romance with a mysterious stranger”

(222).
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The novel itself, although it may well be accused of
being a pot-boiler, escapes from being one of the biggest
clichés of the book-market by denying us the certainty of the
happy ending every reader must have been waiting for. Even if
the ending exists only in Rennie’s mind, "[flor the first time
in her 1ife, she can’t think of a title” (301). The last
paragraph of the novel sounds contradictory:

She will never be rescued. She has already been
rescued. She is not exempt. Instead she 1is 1lucky,
suddenly, finally, she’s overfiowing with Tuck, it’s
this Tuck holding her up. (301)

The actual rescue alluded to in this paragraph may well be
the restoration of her contact with the rest of mankind, i.e.
with Lora: the breaking down of the barriers that she had
erected for fear of being re-infected with cancerous cells.
She is restored to a full 1ife, however long it may last.

This new perspective on life of course also provides her
with a new (parodic) perspective on the events told. It may
not be completely coherent--at least Rowland Smith denies
Rennie the ability "of making any alli-encompassing gesture at
the end of the novel"*%--but it restores her 1ife to a oheness
and wholeness that it had not had any longer in the outside-
dominated glitzy society of .urbane Toronto. A comedy it is--
but a comedy the positive ending of which is the healing of
the rift in Rennie’s personality, not necessarily a happy
ending to the story in which she has become involved. Through

personal and bedily involvement, she arrives at the stage of
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direct participation. Ironically, it 1is through parody that
a mind dominated by atrophied parodies is restored to mental
health.

It is through parody, as well, in the original sense of
talking alongside the original text while changing its
meaning, that the clichéd style of lifestyle magazines can
stil1l serve the purpose of furthering the political goals of
feminism. Parody as textual appropriation here means on the
one hand appropriation of the stylistic featurés and narrative
structures of a text by a new text, and on the other hand the
appropriation of the old text’s "momentum” as a recognized and
accepted/acceptable one by the new text that proceeds to
undermine the old message contained in clichés and standard-

ized, would-be value-free textual forms.

Written four years later than Bodily Harm, The Handmaid’s

Tale is Margaret Atwood’s first novel to be set in the future.
But even if it breaks new ground in this personal sense, the
novel can and should of course also be read as part of the
Atwood canon, as Atwood’s reaction against her own former
styles of writing as well as her response to accepted tradi-
tions of utopian or dystopian literature. Arguing from a
thematic point of view, Roberta Rubenstein situates The

Handmaid’s Tale within Atwood’s work by stating that “she

stunningly extends, re-casts, and inverts two of the most
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persistent clusters of theme and imagery that originate in her

earlier concern with survival: nature and nurture. "4

From a structural perspective, The Handmaid’s Tale

confronts the reader with two different time frames, both of
which are situated in the future. The main story, the hand—
maid’s tale within the novel, 1is told in the style of a
private journal, which is set in the near future in the region
that is now still known as New England. Here, in the heartland
of American Puritanism, lie the roots of Atwood’s family,*
and here she herself pursued her graduate studies in English
at Harvard, where she was influenced by scholars of Puritanism
such as Perry Miller. The outer frame of the novel, into which
the tale proper is fit, is set more than two hundred years
away in the future. Once again, the setting is a university
environment, not 1in the former United States, but in the
northern reaches of the North American continent, what used
to be Canada. This outer "frame® of the novel, which will be
dealt with later, consists of the comments that a 22nd-century
historian--Professor Pijeixoto—--has to make on the handmaid’s
tale, which he transcribed and edited.

The inner frame of the nhovel, the tale proper, presents
a frightening kind of parody as "repetition with a difference”
in the political use of biblical precedent in a totalitarian
state. After a civil war, the Northeast of the former United

States has been taken over by right-wing Christian fundamen-
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talists who govern what they call the Republic of Gilead
according to the Word, claiming to follow biblical 1law
literally. David Cowart rightly points out a hint on Atwood’s
part “"that the Republic of Gilead exists at the same period
as the regime of Iran’s Ayatollah Khomeini..."* A totalitarian
and patriarchal system has been imposed in this region which
is oddly enough named after a somewhat marginal part of Pales~
tine, from which at one time all the Israelite population had
been carried away by the Assyrians so that "from that time on
it was no longer part of the kingdom,"** and the most notable
reference to which is the question, "Is there no balm in
Gilead? Is there no physician here?” (Jer. 8:22)

The universities of Gilead are no longer places of higher
learning; Tlarge parts of them--now shielded behind "“the
Wall"--have been turned into the headquarters of a state
agency supervising the population, the Eyes. Instead of being
pltaces of muiti-voiced discussion, the universities have
become the centre of political synchronization and religious
monologism typical of many fanatically-minded theocratic
regimes.

The single role left to women in this system seems to be
that of serving as breeding machines. But on the other hand,
this task has become a major one, as the general pollution of
the environment and radiocactive fallout due to earthquakes in

the San Andreas Fault area and to military encounters have had
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disastrous effects on the human fertility rate and the gene
pool of this society, so that fertile women--the fertility of
"men 1is never questioned 1in this patriarchal society--have
become a national resource on whom the survival of the nation
depends. Although they are despised, these women are also
needed, and by b1b11ca1'precedent (the maid Bilhah replacing
Rachel 1in Genesis 30:1-3), women who have proved their
fertility, so~called handmaids, replace the "infertile” wives
of the ruling ciass males in the sexual act, though without
making it into the history books or even family albums (240).

The narrative that Atwood uses for her depiction of the
plight of Gileadean women in general--and of the one handmaid
only referred to by her patronymic Offred in particular--
relies onh--or parodiés——severa1 modeis, most of which have
already been identified in various secondary sources. Critics
like Frank Davey, for example, mention ﬁhe Bible and noveis

such as Zamiatin’s We, Orwell’s Nineteen Eighty-Four and

Huxley’s Brave New Worid, which will be discussed 1in more

detail later on.* To these obvious models of The Handmaid’s

Tale, Michéle Lacombe adds a feminist perspective; analyzing
Offred’s language, she claims that

her story has more in common with Mrs. Dalloway and
The Bell Jar than with 1984, and that the confes-
sional mode of the spiritual autobiography 1is as
relevant as science fiction to a proper understand-
ing of her discourse: direct allusions range from
Virginia Woolf’s "A Room of One’s Own" to Sylvia
Plath’s poetry,.*®
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Lacombe is certainly right as far as Atwood’s attention.
to female nuances of language-use and to the sense of female

_entrapment in novels such as The Bell Jar "is concerned, but

as for elements of plot and structure, the female reaction to
the above-named male models is what is more interesting in the
context of this study. It is true that what formerly was
Harvard University and its library is now as unattainable for
women as the Oxbridge 1library to which Virginia wOolf’s

persona was nhot admitted in A Room of One’s Own, but the

suppression of women--especially of the handmaids--seems to
be of gquite a different quality in Atwood’s story than it was
in Woolf’'s.*

The structure of the Gileadean state system and the ter-
minology referring to 1its members as well as some plot
elements~-~-Linda Hutcheon lists "the police state; the secret
agents; the subversion of authority by 1§ve; the escape [?];
the state-regulated sexuality”*®--can be traced back to that

of the United State in Eugene Zamiatin’'s We. In- the diary

_nhotes of both We and The Handmaid’'s Tale, which establish
énother formal correspondence between the two nové1s, the
societies which claim to have restored, or to be on their way
towards restoring, an Edenic state seem to be able to suppress
atavistic tendencies among their population as well as threats

from outside.
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Zamiatin’s vision 1is somewhat bleaker, still: his
protagonist, D-503, would wonder at the inefficiency of the
regulation of daily 1life in Gilead which does not yet run
smoothly on the basis of Muitiplication Tables. He who wonders
whether it is "not absurd that their State (they called it
State!) left sexual 1life absolutely without control1?"4® when
he muses about earlier stages of his own society would
probably find the Gileadean attempts at overcoming the birth
deficit ridiculously unrefined. When his revolutionary urge
is erased from his brain by means of a clinical operation--a
technique not yet available 1in Gilead--he ends up as a good
Number again who cannot make any sense of the earlier aspira-
tions set down in his diary:

Is it possible that I, D-503, really wrote these--
pages? Is it possible that I ever felt, or imagined
I felt, all this?

The handwriting is mine. And what follows 1is
all in. my handwriting. Fortunately, only the
handwriting. No more delirium, no absurd metaphors,
no feelings—-only facts.®°

Another model clearly used as a foil to be parodied 1in

The Handmaid’s Tale--at least on the level of contents~--1is

Aldous Huxley’s Brave New World, written about a decade after

Zamiatin’s We. Set in a future far beyond that of Offred’s
Gilead, the novel depicts a society that no longer depends on
the re-education of human beings born without its blessings--
unless it be in the unlikely case Qf someone 1like John, Mr,

Savage, born and raised on a New Mexican Reservation. Gileade-
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an society does'not have such reservations, only some colonies
where undesirable individuals are sent to risk and lose their
" lives while cleaning up nuclear waste. Unfortunately, at the
end of the twentieth century, relatively primitive Gileadean
society had not yet developed for this purpose what the
scientists of Huxley’s World State were to create later:
chemical workers "trained in the toleration of lead, caustic
soda, tar, chlorine."® The creation of such resistant workers
enabled the authorities to be more humane in their dealings
with dissidents and to exile them in less dead1y‘env1ronments
such as the Falkland Islands.

In the same way that Offred’s Commander in The Handmaid’s

Tale, possibly a leading figure in Gileadean society, had

i1licit reading material hidden away in his private rooms, 1in
the World State “"There were those strange rumours of old
forbidden books hidden in a safe 1in the Controller’s study.
Bibles, poetry--Ford knew what."®? These rumours are substan-
tiated when John discusses Shakespeare with the Controlier,
Mustapha Mond.®® Here, in an atheist state, the Bibles are of
course hidden away for different reasons than they were in
Gilead, which is ruled according to a unique reading of the
Bible that might easily be éhown to be faulty, if any member
of the suppressed castes got hold of the real text. Promis-

cuity 1is the generally accepted and approved standard of

~sexual relationships in the Brave New World and does not have
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to be justified by reliance on biblical texts.

what in Brave New World has become the refined ceremony

of Community Sings with their final orgy-porgies is still much
cruder and more brutal in the Salvagings of Atwood’s world,
during which people are actually killed. The many parallels
between the societies devised by Atwood and Huxley suggest
that Gileadean society is in fact partly based on the Worild
State. Gilead thus becomes a parody, i.e., a repetition with

a vengeance, of the Brave New World, but as The Handmaid’s

Tale is set something like five hundred years before Huxley’s
novel, the model that is changed first has to be extrapolated
from Huxley’s seventh century A.F.

George Orwell’s Nineteen Eighty-Four 1is the third

important dystopian forerunner that has left its imprint on

The Handmaid’s Tale. Both novels belong to a class that--as

Aldous Huxley put it in 1958--described "a society controlled
almost exclusively by punishment and the fear of punishment.”
His own novel, Huxley claimed, had profited from recent
insights that punishment is a less effective teaching method
than the reinforcement of desirable behaviour so that "In the
imaginary world of my own fable punishment is infreguent and
generally mild."% Writing in the late 1940s, Orwell set his
story one year before what was going to be the publication
date of Atwood’s novel, so that the Canadian reply to his

model did not have to be based on backward-oriented extrapola-
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tions but on Orwell’s own text. Huxley admitted in 1946 that
he had not taken 1into account the progress 1in research

concerning nuclear fission in his writing of Brave New World,3®

and a similar point can be made about Orwell’s not having
predicfed the computerization of late twentieth-century
society and especially publishing, which makes Winston Smith’s
Jjob of "rectifying” (parodying) old texts in the Ministry of
Truth 1look rather quaint and antiquated to anybody only
slightly acquainted with contemporary methods of word proceSs—
ing.%® Even Gilead, although suffering from a lot of tech-
nological misadventures, had started computerizing its library
holdings.

Whereas the Community Sings in Huxley’s Brave New World

were an expression of his "soft" pedagogical strategies in a
society composed of genetically and chemically pre-conditioned
and mass-produced individuals, the daily Hate ceremonies 1in

Nineteen Eighty-~Four, in which "it was 1impossible to avoid

joining 1in,"% have quite a 1ot 1in common with Atwood’s
Salvagings; many members of the societies depicted in Atwood’s
and Orwell’s books still were brought up and remember 1ife
before the respective revolutions, and have to be re-educated
in special centres or treated in the Ministry of Love: they

"need” those atavistic ceremonies involving hate and death.

The same 1is true of public hangings in both societies.
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Alden R. Turner locates The Handmaid’s Tale within (or:

identifies it as a parody of) an even older tradition of
writing that is not generally seen to be part of the utopian
or dystopian vein of writing, i.e.,
within the American documentary tradition of
“fiction °’'founded on fact’"” that began with the
story of America’s history chronicled 1in seven-
teenth-century histories, essays, sermons, journals,
autobiographies, captivity narratives and topical
poetry.%®
It is from this literature’s reliance on typology and the
Puritan insistence on literal interpretation of the Bible that
Atwood derives most of the underlying metaphors of her novel.
But the way she 1integrates them 1into her writing deviates
clearly from traditional American typology: her antitypes are
not those generally expected; they deviate from and parody the
model.

out of the same tradition comes Nathaniel Hawthorne’s

The Scarlet Letter, which Linda Hutcheon sees parodied 1in

Atwood’s work:

Its setting, what we might call its colour-coding,
and its frame narrative, which suggests historicai
verification through documentation, are all present,
but are also all made 1ironic 1in context: the
*Custom-House’ genesis (and foreword) of Hawthorne’s
novel is here inverted into Atwood’s epilogue, with
its sexist and academic interpretations by male
experts; the embodiment of shame (the illegitimate
child) becomes the aim of all sex (reproduction by
surrogate mothers of sorts).5®

From a thematic point of view, parallels between The

Handmaid's Tale and nineteenth~century narratives dealing with



Atwood 283

the situation of the American Blacks--such as Uncle Tom’s

Cabin--come to the fore. For example, while for the Blacks
there was an underground railroad to Canada, which was
organized by Quakers and led them into freedom, there now is
an "Underground Femaleroad" (258) by means of which women are
smuggled out of Gilead. Once again it is "the heretical sect
of Quakers” (93) who lead them into freedom in Canada.

As far as the use of biblical material that is parodied

or incorporated in The Handmaid’s Tale is concerned, Atwood

seems to be following the example set by William Styron in
what has been referred to as his historical novel or medita-
tion on history, but which Styron--and this is important in
this context--also called "a religious allegory."% Atwood

emulates the technique Styron had used in The Confessions of

Nat Turner to incorporate Nat’s unique interpretation of

biblical texts into the story 1in order to motivate his
“insane” acts. In a 1965 interview, given while he was writing

Nat Turner, Styron remarks upon Nat’s marginal, 1in the sense

of this study parodic, perspective:
[Nat] realizes that he’s been working on rather one
note, that he’s been getting these messages from God
through the prophets to go kill, to annihilate, to
slaughter ruthlessly men, women and children...®
But while Styron’s character, motivated by his religious fana-
ticism, had truly believed in the erroneous interpretation of

the Bible and of himself being "an avenging 0ld Testament

angel1"%2 pefore he got “the message that maybe this wasn’t the
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real message at all, "% in Atwood’s case, the representatives
of Gilead’s governing class are fully aware that they parody
. biblical commandments by repeating them with slight but
telling changes. These changes are instituted by leaders who
forbid their subjects to read the original texts and thus keép
them from realizing--or at least from being able to prove--
that they are duped: "We can be read to from [the Bible], by
him, but we cannot read” (98). Thus only the community leaders
are fully aware of the parodic status of their messages,
whereas the listeners have to treat their words as if they

were the Word.

As in The Confessions of Nat Turner, old religious dis-

course, whether it be the Miltonic "They also serve who only
stand and wait” (28) or the Puritans’ version of biblical par-
ables, 1is used parodically in new contexts:

She also said, Not all of you will make it through.
Some of you will fall on dry ground or thorns. Some
of you are shallow-rooted.... She said, Think of
yourselves as seeds... (28)

While Styron’s Nat Turner himself misinterprets the biblical
" ‘message, Atwood’s handmaids are aware--at least at the begin-
ning--of the fact that the biblical texts read to them, such
as the Sermon on the Mount, have been tampered with:

If you have a 1ot of things, said Aunt Lydia, you
get too attached to this material world and you
forget about spiritual values. You must cultivate
poverty of spirit. Blessed are the meek. She didn’t
go on to say anything about inheriting the earth.
(74)

For lunch it was the Beatitudes. Blessed be this,
blessed be that. They played it from a disc, the



Atwood 285

voice was a man’s. Blessed be the poor in spirit,
for theirs is the kingdom of heaven. Blessed are
the merciful. Blessed are the meek. Blessed are the
silent. I khew they made that up, I knew it was
wrong, and they left things out, too, but there was
no way of checking. (98-100)

There is no way of checking the most overtly sexist biblical
parody either. St. Paul may have to answer for a lot of male-
centred aspects of Christianity, but he cannot be held
responsible for the following parody "appropriating a suddenly
useful bromide from Marx and Bakunin"%:
From__each, says the slogan, according tov her
ability; to each according to his needs.... It was

from the Bible, or so they said. St. Paul again, 1in
Acts. (127)

The ultimate parody of religious texts is reached in the Soul
Scrolls, phone-ordered printouts of prayers that are shredded
and recycled into new paper immediately after having been read
out by "toneless metallic voices” (176).

Whereas 1in Nat Turner it had been mostly textual frag-

ments from the Bible that were mis- or reinterpreted by Nat,
here old terms and names are kept over from bibiical or
historical sources--so that they often come to mean the
opposite of what they used to signify. On the one hand, the
biblical semiology that applied 1in prelapsarian times 1is
resurrected: a name has a close relationship to the thing or
person to which it corresponds; a sign--such as a shopping
token--is the iconic representation of the thing it

represents:
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You can see the place, under the 1ily, where the
lettering was painted out, when they decided that
even the names of shops were too much temptation
for us. Now places are known by their sighs alone.
(35)

Shopping thus becomes easier:

I take the tokens from Rita’s outstretched
hand. They have pictures on them, of the things they
can be exchanged for: twelve eggs, a piece of
cheese, a brown thing that’s supposed to be a steak.
(21)

On the other hand, Gileadean semiology often deviates
from the biblical model, so that things and signs do not
really go together any more. The result is often a "palimp-
sest” of meanings and connotations which may be due to
material necessities, such as the army-issue blankets in the
Red (or Rachel and Leah) Centre "that still said U.S." (13).
On another level, the re-cycling of old material also finds
its expression in everyday furnishings:

There’s a rug on the filoor, oval, of braided rags.
This is the kind of touch they like: folk art,
archaic, made by women, 1in their spare time, from
things that have no further use. A return to
traditional values. Waste not want not. I am not
being wasted. Why do I want? (17)
The urge to re-use old materials seems to have become manic:
Offred sometimes thinks "that these scarves aren’t sent to
the Angels at all, but unravelled and turned back into balls
of yarn, to be knitted again in their turn” (23).
wWhereas the general use of the name Martha for household

employees 1is still more or less based on biblical precedent,

and whereas the naming of the different types of automobiles
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as Whirlwind, Chariot, or Behemoth (27) may be justifiable,

the biblical model of naming that establishes a one-to-one
relationship between things and signs is perverted in the
handmaids’ training centre when brutal guards are referred to
as Angels (14) or when sadistic supervisors armed with

“electric cattle prods” (17) are called Aunts. Michéle Lacombe

refers to this parody of biblical semiotics when she writes
that any analysis of the novel that does more than scratch its
surface "must read its plot as the story of non/signification,
of the breakdown of normal re]ations between signifier and
signified."® This breakdown of “normal relations” does not,
however, lead to a postmodern situation of totally arbitrary
relationships, but rather to one in which new relations are
parodically imposed. There is a precedent for this kind of
naming in Zamiatin’s We, where the totally and totalitarianly
materialistic society of the United State has adopted Chris-—
tian metaphors 1in referring to the unanimousiy (or not so
unanimously) elected Well-Doer and his spies, the Guardians

or Guardian Angels. The handmaids, who before the revolution

had had names 1identifying them as individuals in their own
right, "Ailma. Janine. Dolores. Moira. June” (14), are now re-
ferred to as property of the respectivé male whose child they
are supposed to bear.

This parodic use of frames, this technique of including

old words, terms, names, elements of discourse within new
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contexts also has its counterpart in the action of The

Handmaid’s Tale: on the one hand, even when she 1is giving

birth, a handmaid is "framed" by the Wife:
She scrambles onto the Birthing Stool, sits on the
seat behind and above Janine, so that Janine 1is
framed by her... (135)
On the other hand, the handmaid herself has to wear "white
wings framing my face” (19), which keep her from getting a
full view of her surroundings. Here the things excluded from
the frame are more important than those included 1in 1it. The
handmaid’s image becomes "a parody of something; some fairy-
tale figure in a red cloak...” (19).6°
One of the few possibilities of regaining a fuller view
of her surroundings 1s once again the experience of an
epiphany: a single, almost unconnected, eVeryday utensil seen
through the tunnel of vision left open by the wing--such as
a dishtowel--can lead to an epiphanic 1nsfght that momentarily
liberates Offred from her narrow existence, although it here

is a clearly personal experience that does not have the social

implications that Rennie’s epiphany in Bodily Harm had had:

Dishtowels are the same as they always were,.
Sometimes these flashes of normality come at me from
the side, 1like ambushes. The ordinary, the usual,
a reminder, like a kick. I see the dishtowel, out
of context, and I catch my breath. For some, in some
ways, things haven’t changed that much. (58)

Offred’s story of her existence as a handmaid is of

course in 1itself an emplotment, in which she~--due to histori-
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cal distance between the events themselves and the point at
which she recorded them and also due to revisions that she may
have introduced for personal reasons--presents her own version
of the past: a heroic undertaking in the shadow of an over-
whelming right-wing regime. While so far frames have been seen
as methods of parodically integrating older texts into new
ones, or of excluding certain elements from an audience’s
field of vision, Offred also points out the 1importance of
frames in the reconstruction of her story:
what I need 1is perspective. The 1illusion of
depth, created by a frame, the arrangement of shapes
on a flat surface. (153)

Offred--if we are willing to grant the Offred recon-
structed by Pieixoto any authentic voice of her ownh, and if
we are not, this would mean that the professor’s tale has a
built-in self-deconstructing device~-had already been aware
of the problematics of telling a story in hindsight, of the
parodic strategies that one makes use of more or less involun-
tarily, especially when one has to admit that "I don’t want
to be telling this story” (237). Quite early in the novel she
remarks:

I would 1ike to believe this is a story I'm telling.
I need to believe it. I must believe it. Those who
can belijeve that such stories are only stories have
a better chance.

If 4it’s a story I’'m telling, then I have
control over the ending. Then there will be an

ending, to the story, and real 1ife will come after
it... (49)



Atwood 290

In some ways she does have control over the story, if not over
her own 1ife. Her telling of her own story undergoes changes
and revisions in the act of telling: every now and then she
has to correct herself, to revise (114) what she had sajd
earlier on. So when she claims that on the days that one of
the handmaids is supposed to give birth "we can do anything

we want,” she adds immediately "I revise that: within limits”
(121-122, see also 273-275). She begins one chapter with the
words, "I wish this story were different” (279) and then goes
on defining an as yet non-existing audience (which includes,
but also goes beyond her vanished husband, Luke}’ "I tell,

therefore you are” (279). Human beings of her time can no

tonger afford to claim a Cartesian Cogito ergo sum as the

basis of their existence; instead, they have to settle for

creating their own society worth living in in their stories.

On the other hand, Offred’s situation of having to create her

own audience is of course that of every writer setting out to

compose a story.

At the beginning of Chapter 23, Offred openly admits that

her text is an act of historical recollection:
This is a reconstruction. Al11 of it is a reconstruc-
tion. It’s a reconstruction now, in my head, as I
1ie flat on my singie bed rehearsing what I should
or shouldn’t have said, what I should or shouldn’t
have done, how I should have played it. If I ever
get out of here-- (144, see also 150)

The chronological location of such a "metafictional” commen-

tary 1s somewhat ambiguous as it might refer to her act of
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ordering her thoughts and reminiscences after having attended
the Birth-Day and while she is still at her Commander’s home,
or it might be a commentary on the telling of her story while
she 1is in hiding in Bangor, Maine, as the historians suppose
she must have been. One of the following paragraphs seems to
support the first interpretation:
when I get out of here, if I’m ever able to
set this down, in any form, even in the form of one
voice to another, it will be a reconstruction then
too, at yet another remove. It’s impossiblie to say
a thing exactly the way it was... (144)
Be that as it may, after being spoken into the tape recorder
and having been iistened to and written down again, the text
now 1is removed several times over, and Offred seems to have
foreseen the type of historian by whom she was going to be
read in the future:
But if you happen to be a man, sometime 1in the
future, and you’ve made it this far, please remem-
ber: you will never be subjected to the temptation
of feeling you must forgive, a man, as a woman.

(144)

Whereas in Bodily Harm it was evident from the beginning

that there is a third-person narrator, even if some sections
of the novel appear to be first~person narratives, it 1is only

in the appendix, the "Historical Notes on The Handmaid’s

Tale," that we discover that the novel is not really or not
only a first-person narrative--at least not a first-person
narrative in which the narrator can be assumed to be reliable.

We learn that the tale has gone through the hands of his-
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torians, Profs. Wade and Pieixoto from Cambridge, England, who
tried to patch together and reconstruct a coherent story from
"two hundred year-old tape recordings, “"approximately thirty
tape cassettes” (313) in fact. The "Historical Notes"” claim
to be the transcript of the proceedings of a symposium on
Gileadean Studies held in 2195 at the University of Denay,
Nunavit, a place that by its name suggests a northern, even
arctic North American (i.e., Canadian) environment. This
impression is reinforced by the Indian or Inuit names of the
local academics--such as Professors Maryann Crescent Moon and
Johnny Running Dog (311).58

The speaker, thé above-mentioned Professor James Darcy
Pieixoto, whose talk on "Problems of Authentication in

Reference to The Handmaid’s Tale" (312) makes up most of the

proceedings, does not seem to have learned much from his study
of a woman’s reaction to a totalitarian patriarchal society.
Michéle Lacombe sees him as "a biased if not misogynistic
historian whose own academic ambitions ’frame’ Offred’s
story. "% His mildly chauvinistic puns make readers wonder
whether the changes he undertook in piecing together the tale
do not falsify the text. Of course he is right--at least
judging from the transcripts he (i.e., Atwood) gives us--to
conclude about the original recording of the tapes that "there
is a certain reflective quality about the narrative that would

rule out synchronicity. It has a whiff of emotion recol-
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Jected, if not in tranquillity, at least post facto” (315).

Prof. Pieixoto’s remarks, as well as his colleague’s naming

of the “tale” after Chaucer’s Wife of Bath’s Tale shed some

oblique light on their qualifications and their impartiality
towards a woman’s point of view.

The handmaid’s report is thus itself put into perspective
through the framing device of the "Historical Notes"”: the
“old" text is integrated into a new frame or perspective, and
the integration of a strongly engaged feminist text into the
would-be scientific (and obviously chauvinistic) mode of an
academic paper leads to a relativization of 1its urgent
political message. For example, Prof. Pieixoto asks his
audience to be “"cautious about passing moral judgement upoh
the Gileadeans,” because

Surely we have learned by now that such judgements
are of necessity culture-specific. Also, Gileadean
society was under a good deal of pressure,
demographic and otherwise, and was subject to

factors from which we ourselves are happily more
free. Our job is not to censure but to understand.

(Applause). (315)

This aspect of The Handmaid’s Tale has been pointed out

by Arnold E. Davidson, whose interpretation of the nhovel
stresses the problems of history-writing by Jlatter-day
intellectuals and problematizes the retationship between text
and notes:
Atwood’s epilogue loops back through the text that
precedes it to suggest that the ways 1in which
scholars (present as well as future) assemble the

text of the past confirms the present and thereby
helps to predict the future, even the horrific
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future endured by Offred. In short, Atwood does not
et intellectuals off the hook... How we choose to
construct history partly determines the history we
are likely to get.’®
Davidson’s interpretation of historiography ("... the very
process of assembling a text [or writing the history of any
age from its surviving traces] means creating a fiction")”!
is reminiscent of the historiographic theories quoted above
(Chapter 2), and thus shows to what extent writers such as
Atwood (and Findley and Bowering) reflect contemporary
theories 1in their writing. In an uncanny fashion, his for-
mulation that "the ways in which scholars assemble the text
of the past ... helps [sic] to predict the future" refers us

back to Rennie’s sometimes prophetic gift of writing trends

and fads into existence in Bodily Harm.

Prof. Pieixoto might not agree with such a reading of
his scholarily paper, but he gives us a clue to the importance
of what I have called a parodic technique in this specimen--
as well as all the other ones--of a historical novel:
As we know from the study of history, no new system
can 1impose 1itself upon a previous one without
incorporating many of the elements to be found 1in
the latter... (317)

This method of incorporative parody turns the old New England

into the new Gilead; it also uses canonical "old" texts such

as the Bible, Milton’s Sonnhet 'On His Blindness,’ Uncle Tom’s

Cabin, We, Brave New World, Nineteen Eighty-Four and The

Confessions of Nat Turner as the models that are re-formed and
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parodied in the "feminist dystopia"’? of the handmaid’s tale,
which in its turn is parodied (and reinforced) by being framed
by the inane comment of a latter-day male chauvinist professor
(a "narrative situation” which makes'every male critic working
on the novel, 1including the present one, feel somewhat
uneasy).

Arguing from a largely structuralist point of view, Linda
Hutcheon points to the similarities betweeﬁ postmodernist
writing and Atwood’s feminist texts: 1ike many other contem-
porary novelists male and female--Hutcheon lists Leonard
Cohen, Rudy Wiebe, Timothy Findley, Clark Blaise, Michael
Ondaatje, Jack Hodgins, Audrey Thomas, Aritha Van Herk, and
Alice Munro--Atwood writes novels which

are thematically and formally obsessed with the
tension between art as kinetic process (its writing
and, again, its reading) and the final result--
"Art’--as inevitably a fixed and final product.’®

The third element 1in the title Hutcheon chose for her
Atwood chapter--"Process, Product, and Politics: The Post-
modernism of Margaret Atwood"--indicates, however, that there
is a major difference between playful postmodernism a la
Bowering and Atwood’s politicalliy-committed postmodernism.
While the Judic element is a very strong one 1in Bowering’s
fiction, so that the political motivation underlying the "re-
patriation” of Vancouver’s story seems to be of secondary

importance at best, Atwood’s use of postmodern strategies

obviously has a more urgent political and feminist background.
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"Both Atwood’s feminist and postmodernist impulses” may “work
to gquestion the very nature of selfhood as it is defined in
our culture: that is, as coherent, unified, rational,” as
Hutcheon has it,’* but the combination of feminist political
goals and postmodernist structural experiments makes her
writing deviate markedly from radical male styles such as
Bowering’s.

If Margaret Atwood does not write her historical novels
in exactly the same manner as the two male authors on whom I
concentrated in the earlier parts of this study, this may very
well be due to her different (i.e., feminist) way of parody-
ing the more "traditional” malestream modern and postmodern
parodic strategies of writers such as Timothy Findley and

George Bowering. In Famous Last Words, Findley has two

historically-minded soldiers comment upon Hugh Selwyn
Mauberley’s emplotment of his own experiences. In Burning
water, George Bowering intentionally blurs the pronominal
distinction between George Vancouver’s perspective and his
. own, writing himself into his novel and drawing attention to
this manipulation. Bowering thus collapses the position of
author and first-person narrator, making it somewhat difficult
for critics to believe in the serious political message that

he claims exists in his works. Only in The Handmaid’s Tale is

it impossible to locate the revisions that the male historian

made 1in transcribing Offred’s first-person narrative. Atwood
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finally resists the temptation to write herself into The

Handmaid’s Tale, but she includes the male historian who does

not hesitate to impose his own perspective in the same way
that--as we know--Bowering imposes his and that--as Freyberg
assumes--Mauberley imposes his. From the outside of her novel,
Atwood as the author thus 1mp1icit1y makes her own comment on
male versions of historiography, whether they be modernist or
postmodernist.

what 1links Atwood’s writing with that of her _ma]e
colleagues though, and this is a topic that has come up time
and again, 1is her interest in the writing process of his-
torical novels. As Arnold E. Davidson points out, The Hand-

maid’s Tale 1is "not Jjust a history of patriarchy but a

metahistory, an analysis of how patriarchal imperatives are
encoded within the various intellectual methods we bring to
bear on history."’® Prof. Pieixoto complains about Offred’s
"unscientific" ways of dealing (or rather not dealing) with
what he thinks could have provided basic data of historical
research "had she had a different turn of mind” and "had she
had the instincts of a reporter or a spy” (322). Had she had
a different turn of mind, the novel would not have been
parodic in the sense it has been shown to be, and it would
not have been the foremost example of a special feminist
metahistorical parody with which to conclude this study of

different types of historical parodies in contemporary
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English-Canadian literature. Margaret Atwood the author frames
James Darcy Pieixoto~-and with him many male historians,
"historiographers, and authors of historical novels, perhaps
inciuding some of the novelists discussed in the preceding
chapters--by inciuding him within the covers of yet another

historical novel.
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6. Conclusion

There is, as this study has shownh, a unique tendency in
the English-Canadian historical hove1 towérds strategies of
dealing with preceding texts and models of writing that can
be defined as parodic. Judging by the results, one may even
want to extend this to English-Canadian novels 1in general.

Parody in this sense means the taking up of 1literary
structures from these preceding texts, repeating them with a
difference after their integration into the new text. In this
situation, the new text seems to swallow the old one comb1ete—
1y, but often features of the old text can survive in the new
one as well.

Historical novels differ from other novelistic genres in
their use of parodic strategies, because the material they
incorporate is often non-fictional. This integration of "real”
elements into the fictional universe then leads to new ques-
tions about the quality of "realism” 1in these novels.

The contemporary novelists dealt with in this study on
the one hand react against literary models by turning them
around and integrating them into their own writing, and on the
other by directing the narrative energy of an established
genre to new historic situations and contexts.

While the parodic reception and adaptation of eariier
texts functions on the levels of content as well as structure,
and while this study touches on both these leveis, the main

interest is not primarily to identify sources and to indulge
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in the source hunting typical of traditional philology but
rather to trace the way foreign elements are integrated into
the narrative structure of the new, i.e., Canadian text.

In the nineteenth century, with authors such as Major
John Richardson or Susanna Moodie, the strategies of imitation
and parody were still rather crude. While Susanna Moodie
claimed to have made "a distant land"” her own through "painful

' we may wonder whether the writing of her

experience,”
generation 1is not rather an inadvertent parody. In the same
way that her European concepts of the picturesque were only
partially able to accommodate the experience of North Ameri-
can nature, her writing often could not really go beyond the
inadvertentily parodic. Neither can Richardson’s Wacousta, the
first example treated at Tlength 1in this study, escape the
model of a Scottianh romance, even if Major Richardson really
was a personal acquaintance of Tecumseh and could claim first-
hand experience on which to base his "realistic” account.
While the tradition of Richardson’s Canadian version of
a European revenger’s tale still lives on in highly success-
ful historical romances of the commercial kind--Findley’s wars
- are completely different from Richardson’s--the other types
of early novels treated in Chapter 2 find corresponding
elements in the contemporary historical novels chosen for this

study. Grove’s somewhat stilted parody of an expedition report

is echoed--as a genre if not in detail--by Bowering’s version
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of George Vancouver’s expedition asbwe11 as by the twenty-
second century scholars’ view of the past (which 1is our
future) 1in Atwood’'s dystopia. Buckler’s twentieth-century
protagonist seems to remain caught in the fruitless imitation
of foreign models, but he thus enables his creator to write
what may be claimed as a fruitful repetition with a dif-
ference, a true parody: Buckler’s protagonist cannot use the
same solipsistic technique that his European model, Marcel,
had used in order to overcome historical distance. In its own
ﬁurn, Buckler'’s parody cannot escape Bowering’s Jjudgment in

A Short Sad Book, who includes his The Mountain and the Valiley

for parodic purposes as a "pretty good Canadian novel.”

The parodic techniques employed in historical as well as
other novels have become more sophisticated and more self-
confident lately. While in the nineteenth century the parodic
strategy was clearly one of emu]ation; twentieth-century
writers feel less 1inhibited about using foreign texts for
their own purposes. If the effects are felt to be crude, as
in George Bowering’s case, the readers can generally count on
the writer’s 1intention to shock rather than having to make
allowances for poor imitations written 1in a culturally
underdeveloped colony.

Except for their reliance on Canadian models, the
contemporary hnovels discussed in this study make use of

various types of underlying structures adapted from European
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and American models: Timothy Findley uses autobiographically-
influenced novels about the Great War, the Bible, modernist
poetry, and contemporary biographies; George Bowering in-
tegrates romantic ballads as well as eighteenth—centqry
exploration reports and twentieth-century Canadian novels into
his own parodic universe; Margaret Atwood bases her parodies
on such genres as travel and fashion magazine writing and
dystopian as well as typological novels. A1l these different
structural models contribute to the shaping of novels that
focus on the writing of history and about history in a country
that is not supposed to have much of a history of its own but
which gains its unigue character from the ways in which it
deforms and reforms traditions / texts / structures brought
in from abroad.

But as the definition of parody underlying the whole ap-
proach in this study had included a strong dose of purpose-~-
fulness and 1intention on the author’s part, which in fact
differentiated parody from other intertextual modes, we should
. close with another look at the purposes to which the old texts
'have been accommodated.

Findley uses his European models in The Wars in order to
protest against the inhumanity of war, turning his novel into
a manifesto of pacifism. His treatment of Fascism and the

English throne in Famous Last Words can be interpreted as a

warning of the lures of Fascism and perhaps also as a declara-
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tion of Canadian independence as a political power on an
international scale. '

Bowering’s position might, on the basis of his personal
statements, be seen as that of a Canadian nationalist, but he
is also one of the leading Canadian representatives of the
international movement of postmodernism, and thus his message
is primarily an aesthetic one, deconstructing old mythologies
and cosmologies upon which Canadian culture has been based.
Although there clearly is a political and historical message
in his books--after all, he calls both novels dealt with here
historical novels and goes at Tength into the problematics of
writing historical novels--the ludic, disseminating temptation
of postmodernism 1is greater than the will to represent a
coherent political position. The text asks the reader to join
an ongoing game rather than engaging him in political discus-
sions or even actions.

The will to represent a coherent political position, to
invite political action of the feminist kind, distinguishes
Atwood’s from the male version of postmodernism. Her feminist
message and her Canadian nationalism are all-pervasive in her
two novels studied here.

The final historical novel studied, Atwood’s The Hand-

maid’s Tale, serves as a complex summary of various possibili-

ties of structuring historical novels by means of parodic

principles: the inner tale, the handmaid’s tale proper, shows
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us a first-person narrator emplotting her own history in a way
similar to Mauberley’s (albeit male) re-teliling of his own
' stofy and of Vancouver’s writing in his log. Her male commen-
tator is as unreliable as the two poles of 1interpretation
personified by Findley’s Freyberg and Quinn or as George

Bowering, the narrator in Burning Water. While The Handmaid’s

Tale is thus a parody in the incorporative sense that 1ies at
the base of this study, the novel also parodies male his-
torians in the more traditional sense of the word--but once
again used in a sense that is not necessarily a Very humorous

one.

Note

1. Susanhna Moodie, Roughing It In the Bush, NCL No. 31
(Toronto: McClelland and Stewart, 1970) v (from the dedica-
tion).
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