






























































































































































ff1~!.;.::=~:.~;,·: :.>·:-·:~·._-~-·.: :·_~ :· ·, ; : ... · · -.~~ : · :· ··~' · ·.·: ··:... · .... i ... · : .-· :· .. v·.:, .· :·<· ~·: · .. : · '-~~":· :.~·r·~.·- ~· ·.'' ' -t .:::·:: .. :· · ·:··.-.':::': _> .. ,-_-·-....... >' · :: :· ·?~.:::::Y·:'/· ·>~:.-..::~·::::1i!~t~f:;2\:~:)~~ 

·~· .·: . . - . . . .. , · '( 

.. ~ ~; ' .. : ::?:: 
~~- · · ~ 

.. . 

. :.:f. 
(. ·. 
; ,_. .. 
\ , · .. 

o .• 

. .. 

: ;,: 
... 
' ~ .. 
·.' ~ 

,.• ' 

: .' 

' ' . 
·,:: 

i 

( 

73 

contingen\: pre~sures. There ·.i's no proliferation of 

# possessions wh.ich have p"asts, and Kate cannot be reminded of - , 

being a possession herse-lf. The mirror in Kate's list is 

. . , .... 
, • , 

0

1 1 

.. _{ 

i . 

. . ·.~ 

important because it, "provides Kate with a re;_lection of 

herself, this time without the sbcial approbatiOJl that had 
~ ·r 

been so much a -part .of her life up to this point" (Berets 

119) • • 
. ~ ··r 

At this ,voint, Kate does not recognize tha't she 

p.ossesses the abill.ty to. choos'e, ·but ·it is ,importa·nt that 
·- - ~ - - --

the possibility · of choice takes root in the solitude of. this 

hotel' room •. Th~ physical sp~~e in · itself is not nota~~e, ' 
. . 
but the underly-ing values which · "This small -box of · a r.oom"· . - . 

reptesen·t indicate the . .ino.vement of Kate ,·s consciousness away . 

from habit, fear· a.nd restrictions toward · a·n ·explot::ation of~ 

her· own .. desires and needs; When she falls asleept her: fil:st 

dream occurs -- the dream of the seal for which she feels 

consuming responsibility to nourish : and rescue, which she 

mU'St take .to· the water that will revive it~ · In this dream 

she find~ the sea~ among 

' · ' moaned, and sh·e knew she 

the rocks on a hillside: · "It . 

l:u~dlo get it,_ to ~~~~er. She 

-...,;.,. · started t? 1carry the seal in heJ:" arms down the ·hill" ·(35);. 

This d~eain · is Kate 's ... propei'lant toward Bildung. · It :is cle. r 
. . . I • " 

that the extern'al space allowed _ her enables the . r\urturahce 

~ of se.lf. 
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·i·} : drawn i.nto .the· ~roce~: o( 9hoic~ 'ftself~ ·T.his. is .achieved . ~ . ·.>: 
~:?.· · riot th.rough the'. se ifle~~ .gfV.i-ng of . oer ~eir:tg 'to othe_rs ' . . ~·ut_t·. . ·.· ·_' .. ··.::i·~:~ 
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· l:~hrough solitary ~evaluat'io". of her elusive but most 

'• ~ .. :: , . 
_,! ' ' • 

• esse-ntial identi ~Y· -
:c 

Spatial imagery in the contemporary female 

--. -; _- - ~ v.· 
aildungsroman emerges at-every level of the individual's / 1 

· i 

.\ 
'~ 4 growth and emphasizes· the obstacles thab the protagonists 

. ·must overcome to achieve integration of all. aspects of .self. 
. - . . 

·space is indispensable to· the achievement of this goal. 'Yet . ' . . . . . 
' D 

the possession pf space .~ heroir:te who. rec~gnizes its ' ·. j:.- . ' . . . . . .. . .. ~'. · .. !' - . . . . . 
necess.ity in her ' lifE! eritails·'·sqme sort of price, {lS the 

. . . . - . - .. ~\ - . . .. 
. . : .. , soc'iety she in~ab~ts ma~e~ . st.f~ng 'd'istinctions between men 

\~··~. . . . . 
-! .. ~ --
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an9 -women. 'Adher:ence to.or rebellion· agains_t such · precepts 

. e-~a~ .t .:-ius .. .'{owri -~ayrnen~.. 'oonovan- comrn~~.ts on the harassed .. 
. ~\ . . 

woman who -:--., . .., ,,, .·.r. . 

, 
• 

., •• is forced into a sch i _zpphrenic response:· 
,either .she c'an ·remain identified .. ~i th . her 1\ody .-· 
which has ·been objectified as a tool for ma~e 
purpo.~e~, in ~hich case ' she denies- he.r 'mi,nd ·-and 
her -spi-ritual sel,f:-··.or ~he'. can q~ny · the .b99Y an_d 
consider .the mind the· real self. The latter · 
entai i's an autistic wit-hdrawal. from the everyday 

:publice wor_ld," A silent livi-ng within •. _(Oonpvan · 
1_0 ~ ) . . • ' . ~i· . 

" . I 
. . \ 1. ' . . , .. -

A c~o.-~ce ·' is necessary b~ the' he·rqine of copt~mp~rary 
. ~ . ~ . :. . ' . \ . . . . : . . ' ' 

BildunYsromane·, but ~hy should·. she choose or deny . . any aspect 
I ' 
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~~:: ~ ........ . I, ~-{ · her 'inos.t essential Se•lf Si~~~y_·. bec_ause- ~he .' f2!X~~rn~lly· ·. ·, 

~:-f .. :._( · ·,, ~- · _· imposed-du·iri_i ti~~s;, ~~ };)~~rL:1rc~alL ~ocie_ty. ·:hav~ ·. b.een· - ~l~.qed . ,' -. 
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will . not ensure personal freedom. Paradoxically, the choice 

of space over cons,triction invo.lves pain, lone 1 iness ·and_ 
' (J 

some form of ostracism for th~ -heroine,. but_ independence, 

autonomy and self will have been· ·attained 'in the' process. i 

such choice is active and .... positive, even with its .undertones ·• 
. . ( .·,. 

of .~ony .an~ loss, and involves reflection, re-examination, 

tevaluc/t~on and movement. Space is necessary ahd has · a 

definitive impact on the achievement of Bildung.· The · 

the~selves by escaping froo· repression at evet;"y '.level. . ~ . , 
3 • . 

\ay be ostraciz~d, but· become self-defined "outlaws".,. 

1'al iens" · "~xile~· ~r · spie~:. · and "misf i ~s" and .. ar.e no 
• . I I , . , I . .. 

e 

' 
.. 

longer "prfsoners or slaves •· They are no longer dislocated 
" • 

from themselves. 
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'The Tomb of the Word': Language and Narrative 
~ 

. . . . 
in the Contemporary Female· Bildungsroman 
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You _hear. me, .I -'m 
croaking ·-of repeat"ed . 
deja-vu, dej~-read, : dejA-

. said •. ·· t · oblitei'ate 
.• myself a. thousand ttmes a 

. day.. Cliches apd d:amn _ . 
· . words. ·oesire to Qe ~ 
· · grass: _.f.edantry- in· the · 

·mind. 'The sentences~ . the 
key words of the early - , 

. hours escape .me. T~friing 
·sour;6n the spob., :. .-· 

. . 

: 

. ~ . 
. . . 
•. 

- ~- - ·Already seen,a thou~and 
copies·. --. That''s what- I'm 

.. fate,d to, go tht;oliy}:l.; · . _ 
-' Evet"y time • .-. Always · . · · · 

· repectt. · This obses~ion .. · . -. · - .. 
to start from the · - · 
beginning tp . th-e e·n<! h~re 

• and now. the·· tpta·lity so 
of~en h~ard, re~eated _i~ · 
the . sa~e t~rm~ • . ~he 

· spoken words unwQund , . 
endlessly down ' tq anguish ~ 
(str-anglehold) saturat-ion 
of . ~he tot~t~~y~ The 

· c9smic ~old of Parmenides 
freezes ·me • . 

Get l'n to.uch' with 
elusive rea1ity. . . 

· The tomb of the wor.d · 
' shuts . me in. Np h~ld. 
Have done with ~ God's . 
judgement said Artauda 
the· judgments of fathers.-. 

·. · I say to · ttie . 'te t te'r th.e 
· · · hon-e xis tenc~ anq . th'e 

' non~movernent4 (Theoret 
·ss-.56) · 
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•' NarratiVe -and ,language in the con:lrnporary.femaie 

B ildu n(js ro~a n are -worthy' -of coOs i de'?~;n. b'e~a·~·s~ th.eY 

pr~vi~e. l~ns :ig~ _t in.~~ th~_ ·woman. -~rite~' s dHf-i7_~lty i.n . ·~. · . . 

p~-:sen.t·~ng ~e~ 1 i ties·f. · wh.ich is fll-t;.th8"i problernctt:.-zed by_ t~e . . 

. ·. 

conventio11s of the -text and ~~ language itself~ · No one woro ·· . . . 
: _.' can be ··repi•fisent~tive ~f ~ c~~tain s.tni.ct~re or' theme within . 

• 4 ' • • ' • 

"this ~enre, ~C co~~s~, but e~amination ·of · na~rat~ve 
. fit ·. 

·. · ~trategies •and treatment o.f ~ la·nguage can help us to .. , , . .· ' . ' ' .. . 
locate 

revoluti~nary shifts ~n the heroines' perceptions ~hich lead . . . ' . 
\. . . 

them toward chan.ge. Muct) of : this is effec.ted through . . 

... .. violation, subversion of, and experirne~tation with 
- . .... . 

·traditional fot;"ms t·o ·render" texts that are JSurging, specuiar 
- . \ . ~ . 

· a~d · dis ti n~t. In ,. is gen~e ;. self-c.o,nsciousne:ss .and· self-

ana~ysis .are · seen as processe~of tran•i~ion. Narrativ~ and 

language a~e ~sed~in an attempt ~o t~~nsc~~d tradl~ional 

·forms; . -· ;,. '-
. • ?~;- ~ 

.. 

In The Women•s worn and Lady Oracle, the q~est for · ~elf 
J . . •. . . 

and· the ,movement . from fr~gmentation to wholeness a.t;"e . .. ., .. -
. . . . , ~ . 

, . .,roducts of this struggle wl'th language and form. As the 

- • -re~ re~l~ tat ion _o( rea~ it; f\" examined, the ~~rna rca_t iOn~ r ~.... . . . _ . ~ 
between ~ea~ity and &r~~ fact, and fiction, , self and role are 

. . . . . ~ _,.. .. . 
.event1,1a lly· e~ploded, res·ul t ing f'inally in integJ,"a tion.· · 

... . .. '. ' Thesa ·· novels wi:ll be d·ealt with sequentially, as si-milar 
. . (; ' 

.·:., stJ:ategies .ar~ ·_ emp~Qy~d -Jn both. .· · 
. 0. . .. . •· 

· · The Women's Room fa fraught with disruptions py · a . . · · · . . . ~ 

·. ' , ·. n~rrator. who is distant, .~~onic and castigatcinQ ~oward the_ 
I : • -.. -- . I 
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-· 
· contairi•~ ~ainly ·in separate chapters, gene~ally provide a 

I 
' ,' . . . 

. _com~e~~a-r;y ~~ th'/action, · and~ m~re · ~at;t ·i~u~arly . ~r ·~e .. 

. '.'" . . ·~ 

-' 
' . 

. .. 
l ' - ' 

~·- · · .. : . . . ~ 
. ·. : .. '· 

· 'chara-c·-.l-lbf Mira~ This voic·e fi .rst .intrudes · i.n t __ .he third 

.. cllapte~ "Perhaps .y.oU firid Mira .'a ·-little ridiculous •. I do · .. -~ 
~ . . . . . ' ' . . ·. •' ' ' ( 

' : 

; · myself" til h . In this n'at;ra~ion, the ton6 is, Sal~- " 

conscious, complici to us · and--reader-directed. This is-. , . . . 

.. : 

. -- , 
·nonetheless contained by the · _ ~mphasl~,given: to Jira'~ st~ry. 

The. narrato.r indulges iri much ·self~reference, whi~h leads us 
. "' 

· to ~elieve. that she is an ·impor\:ant ·part of the· ma.in 
• • • J 

.It· is n.ot. un.ti-.M the .closinQ• pages of the n~~el, narrative • 

. ·hQwever, that we learn .. that this na~ator actually is Mira, 
. - - . _· "-

·~ -
.·.speakipg ·from· an older, more e~perience'd and infinit more 

• 
I 

cynical- poi~t of view. This bipolar~dev~lopment is -. ·' 
important; to a full un~rstanding of 'the nature of Mira's 

• se1f-q~es t .• . 
• 

More infrequently, · th~se interruptions are found 

-the main narrative, which ois. the narrat:ive of Mira ' ·s · . - . . \ , . : . . 

. experience ~~d. growth·. The effect · o·f this·· 'is much more . 
. . . . . 

powel:'ful and ja·rring • . • :r t. disrupts, thE\ sequenc~ of etyents. 

• . ·and_ s_u~~~~nds the a_ction. · Of~~k~· the~~ passages·, . 1t~e tp~e 
' ' ' ' I' 

is melodramatic- _ be~ause the content is abs.tract, .·.· · ·· · · . . ' . ' . , . . 
. .. . 
philosophical' and· ·ideological, offering_ vivid ·co~parison 

'\ ,' ' <f' ' :, , • 0 
'

0

' o ,• ' ,,· • 1 't 

0 

"' ' 

. '· 

.. . 
·i 

•• 

. ··~ ' . , . 

. •' 
• l • 
.. i 

' ·' .... . ' 
.·: .. - ~ . ' ·~ ' ... 

.I : I ' , ~~ with Mira's narrativ'e e te.d~um, q~tail and dry reality._. : 
. . • : • • •.• .:Jil). I •• I - • • • • ~ 

' The lin~ b& t~~en tn~se · wo w'? ~ lds , Is/ clearly; emp.hasi zedb'y . \ . : <Ji 
the narrator through~ut the· novel_L )"when your body ha~~- to ' , _. · ..__::_,,'i: 
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" deal all day with shit and ~t~ing ·beans, your min~ do~~' · 

too" ( 67-). . .. . . . . . 
The t'!"O ·narrativ.es of Mira ·and the na~rrator are not .. 

. . 
: linear:. T6e : ~arrator is self-~eflective and ~bsessed ~ith 

' • I ' • 

.-an accurat·e . . reco.nstr';lction of . the past• . She ·emphasizes 
, . . . . . . . . . . 

. _v_alidity, authent·icity a~d 'tr.uth at· ev~ry · 1eve~ of h~r 
. . .· . . . . . . . ·., . . 

examination. The resu'l~ . ifl a dual , fa.,cus· of development,· 
-- . ' 

then: c! past third-person Mfra moving into- th~resent, ·.'and 
.c : ' ' . . . ·' . • - - . 

the older firstLpersqn narrator -who atte~pts ·to place the 
. ' . 

past in a .structu~ed perspec~iy~~ The· n~rrator is fu~ther-
. - . 

hinder~d by W!!'itfng and memory 1 With all. J:he ambiguities and 
\• ... ' ' .. "" ' t • • ' I 

c'o~t rad.ict ions th~y co11.tain;' the · inevitable .r~lia~ce of . 

memo~y .,on s~bjective p~rcep~ion' rather tha~ \bjective· 

:' .reality. · Th~- ,dis.junctio~ betw~·en the two ~elve.s is appiiren.t 
• . 't..'.. . . . • . . • • . 

in the· r:tarrator•s appraisal of ~~F past· self: "There•s Mira .. - . . . 
' . . ... 

with all her closed door·s, and here} s me .with ·all ·my open 
,• . .. 

ones, ~nd we•re .both miserable~ (tl). Xi this stage, past 

It is only .when we rea~h . . . ' . / 1 
. . ) . ) 

ee that Bildtfng has been 

and present selves are · unaliyned~ 
'· . . -

the close o£ th~ novel ··th 
. . 

achiev..ed by the .'real ignme 
• I' ... • • 

past and present, rc;>l,e -""d 

sel.~, ·~t·h~·o~g~ . '!'e~ory ;"~~.x. te·~~ i ve. se~f-exa~.ina :ion;.' aqd the· 
... . . . , . . 

cruel *~Hssection of experience. .,· : . •. 
·- In th~s way, The · wom~nls Room i~ equ~lly· concerned with 

• I) .... 

the d~.velopment of · the narttator,· dislocated·· not only throug~ 
.. ' ! ,,.. . ..,, o/ • t • I 7 ' ', , ', , ' 

time: a_~d m~,~pry,, but~ s~spe.nd~d on the bridge between. fact 
,• , " ' l ' t I : ' ' ' 

•r}"~ f i?ti.on. · ~ t~ 

. _ ... 
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The novel begins ·with._Mira's return to ·college• . We._ 

"' ttrst see her 'hiding in the·.bathroom there. She is \thirty~ 
.. 

eight yeat;~ . old• · This episode · is compris'ed of two chapters. · 

The,nex.t .two chapters ~n~ro~uce · the · na~ator, .who . tells us · · 

that·.·~he ·Js a ,irofessor, f~ee fo~ the suin~e·r, .who·· reflects · . . 

on !'tir~ •s' position and decfdes 'to ~dapt a ·summer project of 

writing about the ·past, "to t~y to let the voices out" (lBh 
18 ... ·.• 

·we also learn that she is con~ide~ed a madwoman who walks 
. . 

the Maine beach, an_d •ho.ha~ discarded_ 11 the image" ,(-15) •.. ' 

Cha~ter 5 revett~ back to ~ir~~s childhood, chronologic~liy 

charting the events ,of her· life, unt·il the me:-ges into . t~.e• 

person · of t~e Da~ratop at the · close of the novel • 
. . 

. The narrator r;Qveals that she . is a college, _professor · 

who teache~ "Fairy Tale ~nd Folklore" along with Grammar and . 
Com~ion. .A.. g·r~~t. ?eal of· the narrative in the nov'e·l 

... I . 
focuses ·on fairytalet/ ficti()n and myth ·, which, · while 

. . 'prov-id~ng' c~lturalfp,rspecti~·~, i-~ subver~ed ~o ·reveal !' 

" alt~r.na te '· realities/ As · the n~rrator says . of M.ira1. · "Wh.it 1 s 

to fear, after ~11 { in a silly woman a·lways · running for· her. 

in.t.r~or to .see ~po/she is? -·M.ir~ lived by_ her ml rror as much 

as the queen in Snow Wnite" (1?).. French points out that 

M.ira•B dependent• .~n exte~nal ·appro\atlon 18 rOOted In 

conditionl~g .~~·· ro~h ~lt~ral stereotype, and result's in 

f~eliligs o~ in dequacy and powerlessneLs. , The m,i'r.ror must . ., 
,. . .. 

" •t . l:)e reff>unced ._ and . the reflections' .. procl.aimed as 'inauthentic . • ·· . ;' 
' . 

. for . any . development to occu~. . . .. . . ,. 
:· .. t . . 

' . · .. ~~ -. ... ·~:. 

:. 

, I 

.. 
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French has been ' criti~izeq foe: her pursuit .~f realism . 
.• 

at ·the• expense of · style, h:er co~centration on· matter r~fher 
. ~~n ~an~: · ·. . . ·. . • 

. . '· . ·, . . ' . ' . . . . t . : ~ . 
Such 4.oos~ . writi.n~rsuggests . strongly that: .all that 
co~nt~ is subject matt~ri the · nature.·of Mira's 
o~pt~ssion as a miniatuie of women's· bppression; 

· theft . the artfulness of the -narr-ative must be · .. . · 
· secondary. · · This ·· is . pure "ideoloyy ,. reminiscen_t of 
, the arguments fqr social r~alism,. and it sounds · 
curtous coming ~rom an .author who has written on 

-' James Joyce·; Ulysses: . The Book ¥ Wor.ld • . In 
order to wr;,te Jlj:Jout women, why must. she discard 
everythin.g she rre~rned while obtaining_ a· J?h. D.? 
(Karl 426) · . ·· · . ·· . . ~ . . . 

. . ' '"';,._ . 
Karl ts . cri•ticism. is well-founded. unt.il one realizes 

. ' 

. • . - .\ . . ·.q 
tha·t .re ·has _- ~o_t __ pinpoi~ted the id~nt\ty of t~~ narr~tor./ ·.~ 

·. whom he descrlbes as "unnam~d" (Karl ll 26), ancfseems to, . . . ·. . . ·. . . . ; ~ . . . . I 
. . I . ·' . . 

~~s~ake ·for ~rench. ·The n~rrato~·- ~ ~, 1~-co_nscio~.s~~ss and . 
- . ,., ' ' . . I . . . • 

apologia~, . even ·as she begin~ 'by stati.ng: _ ~Writing is hard 

for me. ~he best I can do ,is pu~· down\ blts anc:t· :~ie~,: . · · 
I . . . 

-.fra·gments of time, f~a~~·n_t~ · -~f . lives'~ - · ·(The Wom~n's .Room 18') _- .' 
o ; o t , 4' ' ~ , ' I ' ' 

I· 

may ~e "intended to undercu~ cri~icism" (Karl · 426~, _ b~t I 

, : 
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Tn~ feminist ideol6gy which 

I 

·' ~ \' . 
Room · 

. . . . - . . .,., .· . ' ·.· 
is r..esponsible 'fqr ·the· prolife"t'ation .of . maller narra"tives ·. 

' . ' . " . . 

within . ~he l)ovel. Mira is· ·invested with . . t e ~esP.o_nsib·i~lty 

. .· of being< repre-sentative ·~ · a.s the ·prese.nce. ·.of' coile'ctive . 
. . " f. . . 

consciou··sness ·i .s.· ·predicated.· on sha·red experience.-l' In . this 
- . . . - . . . . .' . . ' I 

.way., · the · text · becomes fuller·, the quest mot'if · riqne~ and 
I · . 

the movement toward ·Bildung more pu~pose .ful • . . As . . one w;-i'ter 

states: 

\ ' 

. I 

. ~ . 
French~s h6vel establishes a lo~~ narratlv~ p~ce. 
An unhurried ·if sttident set of t~les about · 
w<:>men ':~ ·lives· comprises th~ .. fabrfc "of , the . novel. 
That many ot · th~ det~ils of separ~te stories 
repe~t ea6h o~h~r i~ · one of . the mos~ . impres~ive .· 
WaY.S of connecting : the lives: eyen WOll,len·- a-s-­
differen~ f~om . eac~ · other as· Mira an4-~so and . V~~ 
hav~ . had similar experiences. No segm•rit ~f · 

· cultuie is . ~afe fro~ ~he ab~ses bf pow~~~e~onomi~, 
· physical and . emotiq~al .power. (Wagner · 294) · · · 

. . '· . 
, f . . 

0 • • 0 

. ': 

. Fren~h, then, ac~iev~s this end in .The Women's Room, even as 

.her na·r~~t~r expr·e~ses doubt .. abo~t the' long-term effects. of . . ... 
the character.s' ~peC'ici\1 b~'tld: 

. .. 
"Would ~he~ -~11, · wh~Q .. the~ 

came toyether in th'e future ·,· mesh · 1·n pteci.sely that .. way, 

feel the .gr:ace of ': ~onnecti~n? . s~c-h grace . cquld no·~ · be.'· · 

a~ranged ·6r forp~d 6~ even hoped. for; thete . ~as no structure · - t 
•' ' I ' ' ' . . ... • ,_, 1• ::.1 

I • 

capable of cr,~~~ng 1t" ~545) • 

j . ,. , :_ 

. ' 

~ ' ' I . .. - ·.:; 

., . .. 
r .• ~ .· 

. . , 

·' .. ..... 
;. 

- ' · .. 

. . • . 

. I. 

.· .,. 

.. . 
• ~ : : " • • • • \ • • l ' : ··~- ' • • • - ~ 

. . 'the ··narrat'or examines . tradi tiona! ': fictions to p.robe lhe ' ~~:: 

( .: .. · :· . . ·. ~ . aJ:ea ·.between': art . and·, re~lity._ ·.oevot~n~ ·- tim~. ~~- ~i rg~~ia · . . : . .. :::.~ 
~~~·:.~~- ; · · ·- wool f . Jand Arno.ld. s.e~~ett, ·s~~ :co~ci.ud~.s, that ~?·nn~:tt ·, s ~'or~ · . . ,. ~ ~··:;~1 
~\.- : .. · •is ._loser t·~ .the' ~t~ff . ~f•real .Lty : .be~ause. of ' hi~ ~mph:a!ii's on··.·:. . ·.·. ~: .. ;: 
i·· - ': ' . ~ . : ' ·. . ., . . . . . .·. , . I . ' ' ' . . . ' . ·. . • . . . . • 

!;;,·~ .. · .. · ;' ·. :'th~ nec~ssities' of life, thos'e "gririty p~unds an~ pence" .. . ' ~ . ' '··? 

~~!~ti' J..L~ ;; .. ~t;;.,;: ;,J:,i;:itL: ·(~\.:, /: ; .. : .~:. : } :: :: :;•:: ·• :~. ·'::· .::: .. _; . .: ;~· ~,. ,-; ; ~ . · :. ' . ,·,. ;; . : · .. : :, :, :~:· ,··. ·.: ~ ... : :\~;~ 
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84 . " I .... ' .. . . 
(64). · The story o'f Shakespeare's' siste·~ ~s · subverted by .. -.eie , . 

,na.rr-ator to a _· qaser _.levei tha·n woolfi.' s: · she. is raped, 
lo • • ' • • ' • 

becomes pr~gn~riti and must u~e -~he geniu~ she'has for wo~d~ . . .. . . ... . . .. .... . 

to manipulate· the map .she marrle·s ·. ·The· ·:narratpr jus'tif ies . . ' . . ' .... 
her . cynical poi~t oi view by ~lludini t6: Mirats problems 

• . . • t . 

~~ -th. mon·ey, ·fam-~ly , ·. h~me: ·. ,-. ·tho~~ nasty d~ta.il·~ \__ 

I~· 1 ...oostoye.vsky,, who · doesn • e·. harp ·on the!Jl but · 
s. gests them. They are· alway.s tnere J;n the 
b ~kground, like Time's winged ~ariot. · But grimy 
deta:ils are .not ·iJ» tne background" of the lives· of 

.. most w~en; ~hey are the ··entire surface~ ( 66) .. , 

l 

As the novel progresses·, 'the narrator realizes that~she . .. 

·. ha·s .. pre~e\,nt~d · a ,.very o.ne;-~lded acco~~t of h-fir~ ' .~ .marri~9~·. 
)he.tr{es .to rec~ify ·t:hi$ _by concentrating on Norm, but the 

. . ..., 
~~t-er~aj l~. in_a~.~e~sibl~; Direct ·insight·· int? ·the .. 

..r •·• · ... . 
·~I '·': 

.. . , 

. ~·, 

. ; 

.. 

r 
..... . 

, ... 

. . 
~a:rato~•&P·· iden~ity · is. given when st{e.~ays; "On~ ·proolem I 

~have is that -Mira did~'t know much about:~ha~-m--f_e_l_t~--------~--~ 
. ·~ ~: . ..... ~ ' . . .. . 

through those years~ (101). Hei .fobus ~s to~ subjecti~e and . ' " 
. · . 

;. ' 

. .1..-)· ·· · she is unab~e to g.i ve "i1~~ ··a ~oice ~ · Although sh~"~cari ·endow , 

. · ··. . him wi~h ~ physical . description, sh~ c~nnot grant ·his· 

· ; • . . • Cha r~;f~~V.,ali di ty r.· :.~ecause ~f her, d.i m cui ~r, .y.~ · l;>eco"''• 
... 
,.. .. 

•f . • . 

·; ::: . . . 
,•·· 

' l, •, . , . . , . , . . 

'.' tt_: ';" 

.. 

•. 

..., . ··.ft_ . de~e?l~ive~zo> · · · · - · .... _. .· :·,·. _ · · ... . , . . . 
. " . ...... . , .. 

000 " ' 
0 

I '•, • I o•' t ' ' 0 00 
0 

' :. ·~'' ... 

0 

I · ·~ 
0 

. ·. • Xou think ·,t; .alt\ making 'him .. tip. · You ·ehir~~~ ··Ah·atj.' A 
/ . symb~lic f'igur~ 'in what/· .tur'n,s~ out" ~fter all,. to be . 

.· an _inv~nted . ~~o.ry. .Alack, :~l'a~, I wis~1 he were. ~ 
~ ·· ; ·' Th:en he~ would·.pe . my failu.re:·, .· not · liC~!s • . I'd :rnuch 

. . . pre'fer· to th'ink' tliat Norm·' is, a .stick figure. : · · 
· . bEic~~_se + a~ not ~uch ·of a writer -than .),ecalise -.;. 
.... Norm is ·1! stick.' ·figu,:-e ••• S~(hmaybe. the~problem is\ll ' .. .. . ' 

. ' .. 

.. ' ... 

h • 

... 
• , ' 1 

. ·' .. 
. ju~t that we don .~t;· k 'n6~ ea·ch othe~· very well~( .. men ~ .,, ·:· 

... ·and . v~Gf1• " ~ .. 2~~ !\ ·• . • • ~ ..... · .. • . .. .. ;. .. -~ ~/-

J.,w ,; ' ; :.·:,j' .' : . · . . ··; ; . > .. · • .. ·· :'·,', .) ; ·; .· . . ·'. < ••. . •.· · ·:~ · ·' · :<, . ' : · ~\' ,· '{\h\l.di 
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When we realize that. the speaker is Mira, t~e implications 

.o~ this. P.a~.sage _ b~·c·ol'€: ~uch -more pow:rfuh · The division· · 

between art. and reality . i~ ~efracted int~ d s~lit bet~.e~ 

men and' women. .This subj.ecti v·e ·account,. however, · ~ij hones.t, . . . . . . . . . 

~nd r?flects the.narrator's c~nsci~us need to Create a 

~an-centred ep1stemology wh1ch d1s9a~ds · man-made ~~cti~ns. 
French ~xplic~tly . subve~t~· traditio~i ~~ctions ~Y 
emphasizing .the ,1/o~en chara.6t.ers in her nove·l._.~"No. rm" as 

. ,f 1, . . r, 
the. nam~ of Mira~ s husband is fur·th'er revealing _i ' i'ts· 

pr~t;typb.a~a.ti;ns. · The q~es.tio!l .of this . split 

becomes more general as the narrator . iatet ~sk~, "What is a 

0 

. ' : ~~ 

•"·' .. , .. 
. ' i 
~ .. · . 

' ,' 

... , 

1'.• 

.. . . , . .... · 
.. 

. . . . \· ·.' 

. . ,.· 

. man .anyway?" :(287) and mo'vei:f. t .o the heart of the feminist . ( 

· ·, · dial.ectic. These. passages a·re diglfessi~e and 'the~r · .func~i~n .·) . 
: " o ~ ' • I ' o ' 

is purely comparative, et:,nphasi'zed't sharply ' by ·-.the na.rrator:" 
) • • • • !' • • • 

I • 

-:--------'·c . s 
1 

"I guess · I shou'1:-'d · get . ~a~k ~-~) the. -s~·ory, •. ~Yes~ .. . And · for 

every ~tory I'm tell;ing ·you, I'm leaving out three" (291). 

. .... 

f ' 

' .. 
: ~ : 

. ~ ,.; '" . 
~··. 

l' ... 

'. ··· . •'• ...... 

' ., . 
) 

, .. • ;' • 0 • • • 

Th~ iive~ and ch~ractdrs bf the wom~n i~-t~is novel ·a~~ 
, ' . . . . 

' . 
·intertwined, dynamic .and mul~idimeniional~ 

• .. r . 

·The mQn, by 
/ 

compariso'~, a·r~ . . separate,. __ qne~,lded. a~d s_tatic~ . . 
• ' • • • !) 

. The n·~.rrator compares ··her own e@y:t at. :~~~tin~ to art, 
· which ·provid_~·s no aftl for 'here' 

. a'ccount~ she''. qu'estio~s the' ·closure inherent in. att and 

:_·.·.i~·;··.: ... ·:··l·.,:···. ·.·· •··... f . . ~reaks1' · fo.rm . . through .. ~elf~co~scl~us~e/.'· · -~~~1~-.ref lexi've~~d~s a_ -~--
\ .. : . . . · . I th nk I' would . ,n~t~. rl ~C b_a~ ~bout _it: . -~ .. i.~ ·ha~ ~ en_~e \ . · . .. : :~:~ 

~~-~·~/ .: ; . · .' .. _ 4~.ffet:e~tl~ • . · Of · ~oul:'s.e. ' . I can't tal.k. abQut ~~ds~- .sif _J?_am ·. "., ::.) 

~!(. · . . . : · . stili: alive" ·(207) .• · 'py ques~ng ... ~he closure ·and ·a si's . · ~ :~:~~ 
~~! I I I o o • 0 I • ~ ' ' ' • I • , , ' o ' \ ' '; 

~~t ...... . . ' ' ,. ' ' ,. '' , .. . ' .. J ', ' · ... ',·".<~~ 
~;~h5:,;. · i · :·,; ,:,: :.~ ';'' ' ,.'. ' .. : ;; · •. ' : ;_: ., 'i . '·· : ' . :; •• · •. · ' .· ' : •• ;, ; i ;, : :; .•.•. •· )' :: / : '· ;, ·, .. ' . ·.· •, : . . : : :) .. ; ' ' . :;'/\& ,,q~~,;• . .1\•, l<.l~···· ·=i·J<·.~,;.·~.<> • .-. h·~. · -::,; .: ·•·:\ :·.q, •r:,\•, .· ' ··· ) .. ,1,; ·~\J··:..u ,, · .•·· .. . ... :-:, ·- ., · .• ~ .• ·~ .... . • . • ·.·:•·, . •. ,:· •. ·· , .. • ... .. /1 ··, .. >,,._, •• ,, :,,.,•.' .. '\ ~· , .•.'i·~ 
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,;;< .. · ·. ~· ~c.h. cl:larac.t~rizes . ~rt., .. t _he narrator - a'll~w~ . us to ·see 
'.' ~ 0 

• b 

' . 
development ,. does not .cease bec.a,use t!1~ text· e~ds. The . ' 

I 

,. ·.· .. ,. 
~· ' . -... . 

.. ; narrator m~trusi:~ art ~~caus\ it iS. o~de?y and .~r~wideS ;no. ( 

essential ~nowle<tge on how.to .deal w1-th l1fe. · . It.l1e~: - ' · - · 
.· . ~ 

. r • .. ... 

-·· , · 
: . 

• f • -~- : 

--:·. 

. .. 
:. · . . 
•. ~ : .. 

( 

·• "Xou can-believe-the first~our actsi but not the ~ifth" 

- ~ . _. . (~l~)f "The problem -with t~e great. liter~ture · o~ · t.h·e · past is 

that.it doesn~t tell_ you how to live wit~ ~eal .endings" 
. ~ . . .. - . 

(.211). :.TI')e closure of a;t, · then, functions as a remova.l 

!'rom reality. Fdr · t~e woman writer~ this can prove · 
I ' 

~e)~ri.m~n-ta~ to the developm~nt of he·r het;"oine. Returning to 

the' novel .'s opening, ' the narrator says: 

·.:· . 
. ·~ ~.-
' ~-·. . . 

Becapse I: was on my way to saying th~t Mira 'had · . 
·1iv~d all her life in fairy-tale land .and when she 
went · through the ~oorway, ~e~ head was . sti~l full 
of fairyland images,. s .he hatl no notion ·of reality. 
so if you . want to. :stand iri judgement on her you 
have ·tO aetermine whether h,r reality was the . same 

J ' I , • 

'' · ' t# ·-..:· . 
... 

~; ' . .. , 
\ '. 

... 
!l<t- ' ,'. ' L 

~:)· . 
~~.~~' 

= .. . 
~~. ;·,. : . •, 

.I 
I 

. I 
J . I 

.. .... 

. as oth.er people'S;, ·.i.e~ was · she crazy? (137 . . 

The narrator does riot reject art but .t ·he implici.t · 
. . . ' - . 

assu,mpttons of ·any ruediuin which perpetuates m~th in order to 
. 'I . . ' ' . q . 

. ·displac$ reality and oppress woine!l• As she . la t~r Says/ "The . 

. !.' ·~ :-: -the women e~ist .only · in relati.on to . them, is so silent: and. ' •. 

r.¥~ ·· · u~den:unping>that .even ' ~.; riev~r pick~d ~t ·up Until recen\:·1~. 
i~ ·::~·, . / _. .. . .·._ ~ "·· . . .. · ~ ~· . ·· •. . . : ' ' . ·., / . . '.·· , 

' 

, I • • 

· .,, 

... -. 

'• 

• 
• : • ' I~ 

. . ' . "' ~· ' 

~~!\'~:-·: "· , B~_.t~ afte· .r _ all; .. _ l~ok at : .w~at ~e re~d" (289) .• . · ~xn her novel, 

1f~f-: :"·. ··.. ..< ~ : ~rench reject:s · sue~ assumptions. By using· myth~. fairy .. tale · · · ·• . ·· 
~~:~:~/: • ·; : , ~ # • , . ~ , , , ... ". . I • ,' .' , ,' . ; _. :, • '; • • . . , • ' ' , . ' • ' ' • ' ' . r· 1 

~J-: , ·. : · ·: . . . ... · a_nC:l _cl.assic· works .. o~ · art· and·_ subvet:ting ,th~~ to ai~e-~na .~~ . . . . .... ... . .· .. .. 

~~y~~:f.):·, ·· .. :, ·. ,:>': .·.·.:· .>··· .. ·,: ·,··. ,;,-._: ,: • ~· ··, ,···.,-: .. · .: ,·, '. • · ·~ ',' : I ' .· ~ ·.·· , ·,., ·. ,·· ·, :·· .. . ~~ • ", > • :· ·.: : ..... ':'. :··., : .... , •', -.:> . .< 
~f'f'• /' ·,. u .-. ,,. ,, .. _, ··,. , . ' · . , • .. · , , w • • • · ·• · • • •• -~. • .. • ' • 1.· • . • . • ,. 

~-~~;~~·:;j;:);J:~\~i~~~::t~;~/~~~· --~.;; ;;-.:·i :~;,~;1; .. ,:.. .. ;-;/·.: .:.>.: ~ --~-::·:.·. :. ,: .. ; ~ ~::.::. : . .-;. :-.:;:;··-.. ~:-. ;i::.·.:.:;:.,: ;_.,;: < .. ~-.. ~/c::··: .. ,. ·~·~·:· ,. ~ - -~·:.~: .... ; ... ~ ; -' .. <. ·_ .. ;·:·, ::~ :"\<~~.:.:/ .. _x:\; ~-~:·,-&·>·-3::;,~~~ 
1~~~t~. ~\:W'-;1t '¥L'to:.J ·~\' ~~ ~:· ~· ,. "~~\'l;t~;,'fJ.~t~y- :'~~~;~~1\;iJ./:\~f:ilf~:·!·'~-'!~~: :t~~i~i;' !-i:.:·~~:~~:.~if'~~a't~~~·:'d·~~-J·~.j··,, }; ; 1\ :~:~.·il~ f -~· ~~1\:.~~ ~~ f,',}, ~.f~)~:;f,j.\'.' 1 ~.M; ~WJ_li~;t~~~~~:~~t.1t~;~:\~t::t.;:fll~)j r 
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·real i t_ies. ifi· . prese~t-:-t·ense ria rrati ves 1_ French emphas.~ze§ 

~hat the real an_d the symbolic-are i-~deed connec·te~, t~~oug~ 

tr~dition, · ~emory, _' per·cept _ion · ~nd 'action •. Her ."ac·~·ou~t · en'ds I 

but. only because she. is · f in;i te. ('6 27). $he rejects the lies 
. . . 

cl·osure a.nd stasfs· of art.· Her own a~'c<Junt . attempts .. to 

imitate reality 'by the narrator's involvement with th'e · tex 

~cording the difficulties of w~iting ~nd ambivalence abou 
I 

where ~truth" actually iies. It is still ,n imit~tion o~. 

rea'lity, but the novel's _resolution. is open!'"ended, . 
. ' 

emphasizing furtheu the themes of proc~ss and trans i tion. - . : -
French's mafn content ! on is that hope must be ~o~nd in the 

.. , reality ·of other. ·women whd len(j support and encouragement, 

n~t in . es~ape tan~asy whi~h perpetua~es cycles 9~ dre&~ and 

, disillusionm~fi~:a The Bildung of this noyel is on·e of 

· realiza~ion and isol~tlon, but Fren~h m~intains that a 

o realistic autonomy most dominate·.·the.closure of art: 
. ! . 

'' 

I wapted ·my -life to be a work of art, but w.he n I 
try to look at it; it s·wells· and shrinks like~ tpe 

. walls y~~ glean in a delitious daze. · My life 
·-.......____ , ." sprawls and sa_gs, like an old pair of baggy slaclfa 

. ·· • "" · ... · that Sti.ll, someho~, f.it you. ~21U~ • : : · 

• ~--- 0 ' ' 

· I planned my death carefully1 unlike my life, 
~hich meand~red · along from' one thing to ~nether, 

.. · despite my feeble .. attempts to control it.· My life 
.... had a tendency to -spread, to get fl'ab~y ~ to a~ rol l · · 

·· .... :;; . . . ~ .... 

' · ·" . ~ ~ . 
. ' .. 1 

.,.. 

·' 

. ' . . ··: 
' . 
'.·. •.: 

. . -: 

.L .' 

. ~ : ~ 

t'.· 

·,' 

' ~ 

. .. 

.::;: .. . · . and festoon . like·'the frame of:. a baroque mirror ; · 
:_:·;~:,.:.-.~.: · . whico came from foilow,il'lg the .· line of_ ;least .. . ·· :: 
f "' ; -· resistance . ... I wanted my· death, . by co11tras~, to be : ... .. ~ 
:f\:.1.. neat and simple, \inqerst:ated, -even a little . . .. . :' 
~> · · .: · · ~evere, .. . tike .·.a . .'ouaker church··- or :the · basic b a 'ck . : .. ,. 
·/': .. dress ~ith a s .i~gle stranq· of pearls· ~~c~· ·p, .ai'sed· .· . -' .!::~· 
·~ -' .; . .. by ·fashion mag~zines when ,I' ,was .fifteen• N .. :.._·_~.[ 

~~~~.-h·: ,. ; .. \.: ,_ .· :> .;,.,: •: :: ·:; : . :.: ..•. ~ .!. ,·: ;. : .~: .. ·•· ~ ;!.~. ;:;.: .. :.; .: ~··•·~ .. , · ...... -;:~ :·.·> ~ · .i(:.: .. .• :z.•··: •... ·· · .. D , · · .... ;, · .. ~x:~.( :.<· .. ~:1hj 
~-~~U}- · -1 ..,n,l,\ o.t • .. . t1'il.\~f.•"t,·t .t: ~ -~,tl~;·. 4/.~ .?.~.;~·. ~ ·<;.,;!',L.\'l:·· ~ t :+~: 1 •ft! .. ~·· ~~~'4 ·~:s~,;!a·,~!~t. t , 7.~\ f-'.~ .• \r~r-1 !::;~'-f: •?' ~~~~Jl6'-. ·~\. ':~ .. ~ ... ·~~ ~j\!. :l,, ~'~ ~ ., •. ~· ... ·~.;~. : J Y:· .. ;f,, ~ ''"', ·.;; t. ~ . ,,; •. ~ !J! ..:t: \..f.""!{4.·~t, ~'~'"""·l!.l~i: 
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trumpets, . no megaphones~ no sp'angles; no loose ' 
end~~ this .time. , (Lady Oracle -3) 

. ' 

.. sa' 

: -Th~:se ~ass~~es .. f·~~m 
' I ' I 

. '!" . . 
The Wom~n 1 S Roon(. and ~~d¥ Ora.cle-;.> 

indlcate thEl 
1... , • 

s .imi_lari t'y of ·fqcu_s ·in t~~-~ n'ovels on . ~he­
·:: 

_div~slon . bejl.ween a _rt and ·real ,ity; ·in both -pas.sag~s, 'the ~ay. 

in ·.whic·~ -t~"e-:--~~,a:~~~~ ci~sc;ribe their . lives in_~ ·icX~~s this 

'tension. · 
. ·. I 

French Is .. narrator de.scr:i.bes ~er life, as uhkernpt. and . 

- chao.tic, .using the words "sprawls'!. a~d "~ags" ,/to. illustrate 
. . . . . \ . I 

_what : she · see_s, as the sh'ap·er_es·sness o~ her e~iste_~ce. 

Atwoodfs heroine· folloW'S a s .irnilar th.'l:-ead, by using words 
. . . / :..: ~ . -

. ~ ,. . .p . , • . . 

such as · "sprea~; "scroll" and "festoon" to ch~r.acterize 'the . . . . . . " . . 

· simila'r ~rmlessness of her life·. Both use c~9thi'ng .as · . 

metaphor.. French·'~ heroine describe~ ;!he~ li.fe .. as "·ari ~ld 
p~ir ~f bag~y sl~c~s~; Atwo~d's joan ~oster ~ears "the bas1c 

black dF~Ss with a - singl~ strand of pearls" to cha~acte~i~e 

.· ·.: .. 

. .. 

. J. 

' . 

.· ~ .. 
,the creation of her ~ictional d~ath. These · images.~£ 

. disorder, lack of con~rol . and distort 'ion reflect the . 

: narrators'. f ~;rscir)at1on for · ~r.t~ wh~.c~ . is cont:roile~~ ~r.dered . 
' . . ----~.,--:-

and e"ttduring. ·. Fren~h 1 s .-nartator se.ems to h.;tve resolved th\s · · 
.' • . . I . . . . . . 

conf'lict wi th·in h~r:se.if r _Joa~ . Foste_r '· h~w~ve~, ·:i~ · s tll.l · ' 

ifttrigu~d · by the prospect of · .. ·~o.'roose ·ends i. ;·· 
, ,.. .. .. ' 

. ~ 4 ' •'. ·. , • 
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chr_onol.pg~cal. en·o- of . th~ n~vel. He~ ~past~~[i .. ch·l ldhoC?~·:: .. . -"::· : ~.·. : -.~:· i--~-. ·' ... _ .. ., . . ~ . . . ' • .... 
unt.il her fictio.~al 'id~ath'~ · ~omprises anot~er·sa·c;:~lon .of· ····:: , ·A·:.-· .. • 

• • • • , • :· " • • ~ . • ;. • • •• • • - - , \ - ; • • I" 

tady ·Oracle. As J:oal'). is a, Gothic rornancE;t writer, .-anoth.er · ,· ~ . .. ·; :_ . __ " 
' • . " ' . •· • " , . I , "~ ,, ·- ,.·~ ._; .. • 

-- section qf the novel is taken up . by her p~esent ma.nuscrit>t 
I " • I . • • ..· •• . • •• • : 

call~d St.alked by ·,Love; whith ,p~o~ides ;a: Sub-plot· tq. L·ady . 
. .... 

• ,1''1 

•.· 

. i· ' ~--~-r:_acle. The - ~rin~ipal characters" in ·~his ~~thic \~{~ . Re_~~~~d.t. 
(the he.ro}; Felicia (Repmond's '1ifeh and ·Charlot):e . (the · 

, .. . . .• .. : 
A~r-9'oan writes. these Costume~ Goth.ics wnder th~ 

' ·narne . Louisa. K. De.latourt-, t·Key func't:ion as empl.oy~ent~· - ~-h 

.. 
.. · .... 

. •, .. . ~ •.. " , -. , 

. . 

• f • -~ • • • • • • 

'outlet flor Joan's fantasies, and l~_terary convention · w-i't.h~. n · , , _ .. ··. ···· . .-: ·. 
... : • • I I ' I ' ' • ..... • ttl ., ' • •• ... ._ • I .. f r .. •~ I ····' '• ~ ' • ~' ' ' '' 

Lady Oracle. ·As. a ·G~thic wr1 ter, she a leo sees he.rs.e)~.- as.· a· ·. ! . • · 

• \ • • • f ' 9 I • 'Itt _. ~ • • ' . '·~1 :· • ' ·-. ~. ~· ' o : • ~ o ,.' ," 

.kin d. of ,!"-fairy godmother'' ( 31) who provides her. r:;e~der~w.!.~h ;· ~--: ·• · ._-.. _. 
J - • • o - \1 , f ~ 0 f I • • ; : • ' o 'I o • I • \ . . . . .. . \ . ' . .. ",. . 

.an escape from real~t:.-Y· This sub::·piot, ~lterary ·._ 
1 

_ _.. · \~:._ .·-:- • .-· · .-: ··\ 

· con~ent ion, also serv.es · b9 m{ rror ·_cui tu ~al . ·st~.reo}"XP~, .. i :n a · .... ·;.· --~. , · -~ 

·way similar . to the use e>f fai r_y-t.~les in The··Wom~n 1-.S .Room: .. ·· ,~· < .. + ;~~ :. 
-

One critic writ.~s that: ... ~ 

. ~· ' ~ . .: .... "'· .' .. •' 

Amon~ _' the 'narra~ive·~ 'of romanc:e · and the ro~_ance o~ ,. 
narrative, the Gothic ~remains .to ,this day a ma jor . · ~ 

~ organ1zing .grid for· female cons·cious,ness •. ··It Is a·.' 
· form of · sexl.,lal feudalism:, th~ masoc;:h·~ptic · 

. _ powerlessn~ss ~f the generic ,fe~ale · con~ronte¢ 
·. . with the no-frills, . cruel--but .. tenQe( male;. 

· ·. (_Duplessis, 44) · .,. · \ 
'1 . 
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The link bitween plot and sub-plot 
. \ , ' 

"invests (?ne of her charact:ers with 
- -· ....;-

- ------- - ·- .... _ - -

charac.~eristics. This ·becemes import.a'nt . later in ~he-novel i 
when all divisions betwee~ pl~t an4 sub-plot break downi . -...;. ' 

As in The Women's Room, references ,_ to cultural stimuii 

foreshadow divisions b~tween perception and receptivity to 

' 

----
. fa~tasy. Joan constantly. com~ar~s her person to cr~tions 

,_ 

of popular culture. 
' ' 

I . . ' 
All reaction ~comes aq affectation 

' rather than nat~;.al response. ·For example, · rememb~ring a 
. . ~. 

\valt Disney _movie · s·h~ had seer;t when, she was eight;· Joan 

beg ins to cry. Although her sadness .' is ·t:"ooted in the . - . 
-· 

~ . 
isor~~ion and ·-loneltness she feels in Te~remoto, ·Joan 

thin~s: "I never- learned· .to cr-y wi'th -sty.te•, s{lently, the 

pearl-shaped tears 'rolling down my cheeks from _wide luminous- . 

··eyes, as on the covers of Tru~ Love comics, leaving no 

smears o 'r ·str-eaks" (S-6). ·Th,e acuf crying is d.i..splaced 
- I . 

fr-om Joan's own emotions and reactions, influenced primarily 

. ~Y a· cultural _symbol in her. m~nd. 

The heroine!s first cr\sis of i.dentity ··arises when her., 
- -............. \ 

m.other.-0ls her tha~ she wa~. named for Joan Crawford, who 
' 

was everything that· Joan is not, including tt)in: "Did sh.e 

,give me someone else's 'name because she wanted me never to 

hav.e · a name .of my own·?" ( 38) 'A furttter r-efraction is . . ' . . 
. 

rev·ealed in the fctct that Joan Crawford's rea_l ', name was ,.. . 

Lucill~ .LeSueu_r; this e'Xtended inauthe'ntici.t 'y shames Joan 

. for years. 

1' ' f • 

~~~i{;~;t· -.;/: ·. :-·. :>: ., . · . L: ~ · ... :. 
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Throughout· the novel; various imag'es cluster in Joan's 

. / 

mind- -as teflectionscrpd res-ult in the. indisl}nction bet~eeq 

~ole and self. The~e ~re references to fhe Little Mermaid 

_(of ~he.Ande~son tale), the Fat Lady of the ci~cub, ~oir~ 

Shearer of The Red Shoes, and various qharacters from her 

own ·Gothic novels. >-.. Suspended on a kaleido~~ope ~of . 

projections, fantasies and realities, JQan Foster. feels that - --- . . ~ . 

... · .. 

. . . ' 

~· · .-, ~ 

s~e must create alternate roles for herself. 
~- ·: · 

Her al terna-.t c: , , 

• selves c<>n'sist · Of ·the Fa.t Lady-, who blossoms out of Joan's . <::·-,.~ 
adoles~ent obesity:_ Joan Foster,' wif~ and poet of Lady .. 

-·· 

.. .. .. 

~-... ~., , 
, ..y.· ' 

·~· -; . J , 

. . ,- • · . · ... .. I 
.. .., - . . ' • ~ ....... 

Ora~~~~~oui~~- - K~ Delacour_t, Gdthi~~ce wri_te~, and 

latsr, as~ alr distinction~ fade, even ·her motherr who hovers 

clo~-~ to · her ··eve-ry attempt at autonomy • . 
-==::;;;;;-----~._ 

·. 

Atwood use~ mirro~_ corr.idors, mazes, cha~ging ?ody 

images and internal reflections to develop the fantasy lives 

of her heroine~ These refra~tions £u~ction to violate - the -· 
'· 

sti'tic p9larities of the text and emphasi'ze _the ~difference ., 

between art·and real-it¥-r death and.l~fe. Terremoto, as the 

. set£ing for Jo~n·~ es6ape, ~fter the creation of her 

/: ~ f -ictional d~ath, i~ romantici.zed by her as the Other Side, \ 

and becomes a ·terin. { .or. convention~! plot's ~s well ' as for · '\ 

.'death. As Joan reads .a romantic novel, she enviously '· 

..... thinks: -... . '·. 
. ··. ·. ' ·· ..... ' ' . 

I longed for the. Eti'mplicit~. of )::hat · world, where 
. -. 

' I 

~ \ 

·happine~s was poss~ble and ·wounds .were only ~itual 
on~S· Why had I ·been clos·ed '. OI:lt . f r om .that .. 
impossible

1
·white paradise w~ere .love was as .. final · 

. . . , I . 

• ·. I 
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a"s death, and ba·nished to this otper. place '·where 
everyt:hing changed and shifted? '286) . 

~ . 
As Joan is "hooked..,-;on plots" (312f, she longs to. live in the 

world of art,, without pain and confusion, and the inevitable 

· mu tab'i 1 tty of t'h ings. In Terremoto, however, ~~e begins to . . 
. . . 

change her point of view as, even having createdli~r own 
. . . . . . 

death, reali~y remained the ;~me and ~ife went on wifhou~ 

her. ~here ~~e was suspegd~d, arid she· thinks: ~The Other 
. 
Side was no p~radise, it.·was only a limbo" . (311). This 

sus_pension pr~ves me~Hcinal, however,· a~ the ~roLne beg.ins_ 

to gain a greater understanding of her nature·,· realizing · 
• • • 0 • • 

th-~t by_escaping i~to fa~tasy ~h~- has b~en living 

v~cariqusl.y- through· her roles: "It struck ·me that I'd spent 
·- ' \ 

too much of my life crouching behin~:r p1osed ,doprs, lis~ening . . 
~ . 

to the voices on the other si_de" (340). In Ita~y, when her 

attempts to disgu.ise · h.er~el~ ~ail and ~he ·villate .peop~e : 
be~in to yet suspici-ou-s, Joan realizes that her efforts at 

' 
f~ntasy have failed her. here. As these distinctions fade, · 

. . ..... _ 

so do the divisions betwein Joan's wr~ting and reality. · 

r .When Joar) tries to finish .·Stalkfd . by Love~ ··she. 

e.hcounters more difficulty. The ~tr:.ucture no l'onget: fits;-­

the form -~as -becbme · entangl~d ~ith the r.~ality of Joan's·own . , .. 
ex per ienee: . .. 

. :. 

"My darling," he breathed hoa·e:'ely. Strong arms 
lifted her,,- his warm lips pressed her own ••• 
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That ~as the way .it was supposed '!II& go, "that was 
the way-it . had · a~ways _ g~ne b~fo~e, but somehow it 
no lqnyer · fel~ right • . I'd t .aken .·a wron_g turn 
somewhere; th~re was something, some fact or clue, 

··: t~~t ~·~pad .. ~v.er~oo_keJ' p34) 

. . 
~Th.e "fact o'r clue"· ~'f:lat Joan has ove-rlooked i.n 'her 

·r : 
~- - . 

.writ~n: . }s_ that\ the. c~ea~~·oo of_ such standard texts are 

defea~iny her. ~s Godara writes: . · 

The _ conso~attons ' of ~;t~)nd the happy endings of 
· _life. are fltimately sterile -:and uninteresting to .. 

.· · · •· ·Jo?n· She\ re~ist~ ·the-. ·temptati.o.n t~·) c.l,osure 'they . 
, • \ offer, · cMa.ngi--ng stories~ .changing. 'ident\it·ies in a · 
' · · continuous·· .ef.fo.rt ·to avoid the grave·,· ih a p r ocess · 

93-

that'. extends . story· within story ·a-d infinitum, like 
th& ~~ce · i_11~,~h'e mir.ror .. ·::And . on'e · of . the _1~ecrets it 

- . ...-conta-ins .t.S tl:lat the ta_ll!'s apparent ·closure is a 
. c . 

, •• , · I · , t 

paradox ••• Ll'fe _and dea.th, .mob1l 1ty .. and c~osure are 
· · cont;ained withir. it. (Godard -32) - · · ' 

"" When Joan trie~ to writi ·again, sh~ enter~ the -plot as 

Fe.lici'a, Who is cast as. ·villaines~ in · Stalked: by Love. As 

Fe~lcia possesses . Joan'~ physi~ai dharacteristi~s of red . . .. . . , . . ~ 

hair, green e}_'es and white skin, ·the two · merge · and l:?_ecome 

one . .. She enters the maz: a,nd ·encounte-r-S--Redmond's foy mer 

w~ves, who ~av~ b~en trapped within it. Within the -

conven~ions of t~e Gothic plot, ~be ~ctually~ meets h~r -

, -.'·various · pe~so~~ .. e. ·stie qes.cribes tw~ ·· 9f them as looking very 
. . . .. . ' 

mych--like . h~_r. The ot.he.r s· ar~ · .the ' Fat·. Lad~ anct her -mother. 
-- - . . ' 

Tt)ey· ar~ dead, trapped· in the "central .plot~ foreV'er, mere· · ... 
' . • ' • ,• ' · , · , , ' I . . I 

c·reatlons! ~oles . _"(i~~out .suhst~~ce· , perpetuat~d · only . by the 

rnachin_a.tfons ~ of. · t~e .hE:lfoin~ -;-~ : ow~ irnagin~ti,on. ·This sc.en~ 
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' functions to unite t,he polarities and multiplicit-ies that~ 
' . 

have been refracted t~rough the ttext. 

When Joan/Felicia asserts tha~ she · is Laqy Redmond, the 
•• . ' 

fir..st wom~n significifntly replies: -···"But every man has more 

than one. wife. 1 Sometimes all at once; sometimes one at a . . 
' - ' . \ -- - , 

time, sometimes. ones he doesn·'t even 'kryGw abC?ut" . (342)_ .~ · 

Through this sy'robolic .statement; Joan i·s able to see. that 
' -...-.. . . . 

her response.to r ·eality was · b·ased: ol) _keepi-1)9 ·the _pGiarit·ies ·. 

'\.• . . :-.·· .. . . . ~ 
' ; · , '1!' 

. . . ~ ' 
'· 

.· .. . 

' . . . 

. ,• 

,' · 

·. ! 

. • I 

. . . 
' . 

•, ': .. :~--~~~i . '· .,,_ 
• ... • ,.; q_ 

of her .essential self separate a~d .distinct. . .. · ~.- . ~ 
' . . ' ' ' . . ·. . . .. • . i~ • . : ' . ' . . • ~--- ·:· . .... . ' . 

Whi·l·e ,trying t? _go throu~~ - th~· dqoJto . es~~p.e,_ . Jo_an -. - -----< ___ _ .' · :·::· 
encounters . Redmon~, · 'who sh~ now rec:-liz.Efs is -a kille_ ~; ·)f . she : ~----.....-~--~i 

' • • • .;.. • • 0 -~ ~ - .. ~-~ 

di~s she will · ~e~ma_.in a.t . . the cen_ter o'f the maze~ fore_ver, _ : .a -~- ... _·.:·j· 

eternal-ly banfs.be~t to the conventional plot. -Nqw ,. · · ·• 
. I .. • . ' ... ;. ~ ... -. 

,"Cunningly, be began ~is t~ansf6rmations, trying to'lure her . . . , . 
into h-i-& r ea"ch". (342_) •• Redmond- assumes t he eharacteri-s:+t--'~i~c~s--.. ----~ -. . ,. ... 

of _Joan's father, . the Royal Pq~cupine, the Polish Count, 

Fraser Buchanan and Arthur, be~ore his· face turns int6 the . ' 

death mask. Her ~reat ion bas gone out' of control. ~s he 

reaches for her throat, Joan ~ithdraws, and acts on h&r · 
, I 

survival insti~'ct, . predicated_ on the reality of neces~ity, . 

not romanticization: 

.. . ~ 
.-··It l.s :'fitting that . Joan~s story leads her at this 

point· throug·h the maze to the one man wh_o has .. 
manc7ged ~- p~t ~ogeth~r the ~f ~agment!3 . of her .. . 
story. .Everythlng .conve.rges from· the moment _she 
gi.\ies herself . up to ·mul~·iplicity. ' When she . sees 
h~rself' p'lay ing the role of the, many ~1 v_e~ of 

. ~: 

..... 
4 • ·..; ·~ . 

. ..:. · 

'. ' . • : .. . .-: . 
.. .... · .. 

' . 
•' ... : 

'; 

' : .. ~ 
, • • 4 • • ; 

.... . 
•' . ~ 

: ·.~ 
' ' ' :· · ·· ~ 

/ Re9mond., she-·gains ·:· the ... po~er t .o .. kill n.im. · . . 
I ( d 21) . . ,,· . . . , Godar ,. . . .-: · .:' · 

•' ~ / ' ~ . . . . .. •'. 

~~;;h~; .,.;:} ... . : .. :.: .. r~. · : .. :::: ... · ··· '">: :: . ~ ..•.... ·t ••• .... : .. . : .· . ,· .... . ·• • ... .•.. ·: •.. : ...•. i . . :.:. : :,.. . .:;: ··<,·•:··i~ 
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Opening her eyes,t Joan hears real f9~_t"steps· app~o~ching ­, 
her cottage in Terremoto and finds herself hLtting a man 

over the head with a Cinzano . bottle. Sh~ discovers an 

active, .immed.iate react.ion in her ref-lexive aggression ~which 
- ' ~ . .· 

opens up a new area of. s~lf-discove.ry for her~ One ~g.ht 

argue tha't .this is Joan's .f~~st act of co_nfrontation rather 

::·~··./:.:. - . ·th~·n escape in the- entit:e. nove~• ... • ·r ... 
d~{::;~·... .· . ·.- . . ·· Joan's · per~etuation '?.e roles .is CqU~ed in Lady' ·oracle 

IM.' ,;·.:,{•: .• ,.. . ·~:P:~~t .. ·~~e·:e:::e::. ~:n:~::::~ r o:::::sa::t t:h:!k: o:::: 
~(~'':·· ·~::::·. ; · .;; ,-,:; · . . :: "pol:itics we're ;sloppy'" · (90) . .... Joan re'treat·s be!'lind -!:he fa9ade 
i\:{":~./._~: .. -. -~· :i . ·-:-. · ... _r.: . .. ·.~-- . • · .. " . · .. '• · . , .• . 

~~·t <.'~::;· ' ~· . · . . :·:- '_o£ .~his '_ perce'p't'ion· .of .her. 'In ~the process·, h.er ow'n self ' . 

'.f/2~~ ·>.,~ . .-:·: ~·. ·. , '· ·.,·b:dbm~J o~s~~red: ":/'·~~at· he didn!t . k
1

now w·as .tncft.•behln.d my 
.;_: ~. ............. ........ • •'t\ % ~ f . • • • ':.> , 

. 
'\ . 

, ' 

. ···. ' 

, ,. . •, 

' ' • 

·, . 

-. -.. . ·t :: .· ~ . . 

'• . .. 

.; .. 
' ' . 

... ~ 

;.:: : ·. ·:com~~-sio~ate. s~-ile .'was a se.t o~ tig~tly_ '):le·nched teeth', and 
,.. . __ ;__· _·_ "·:;._,.: _· --------;:----------------------;--;---~ 

·.:~< .. -· ·~.. ·· ·behind ·t,hat a legion 6{ volces, crying, ·w_~~C:.~~~~- ·.-=w=h=a=t=----.,;__--'-:, 
. . .. '.-

about my own pain? · ·when. is i.t ·my turn? But I.'d learned to 
c ~ b -

t ,' : . · 

: .. 

'sti'f le· .these · v9ic~~' - t¢.. be· calm and~· re.ceptiv.e" ( 90). Arthur 
. . . ' ,·,' ' . .. . ~ '! ·•· .. tl·~. .. . • • . . • • 

.. ·, ' "' ··.also ·:t 'ell§" Joah' ''that'· her mind is' n'o.t disciplined ( 12), . while· 
:, 

0

1 ;_ ~ , ,• • " 0 I' ' ~ 0 ' t 
... ~ • • 0 '\ • 0 • •• . " • c.o ' 0 • • 0 \ • • 

;:..-;-:--... · ·: . ·th.e .· Pollsti·:. count te.lls · ~· her.:· _t:h·: ··myst:e.ry·~· of~ b.e~ing · a. woman lie~ - : · .. 

{ ; . · · - ; : onl; in th~·· Qody {i6~) 2 A~th~r; Ji~~i; tier _ tti~:she·- ha~ 'no . '<: :: . 
1:::.·.-,: :. ·>.; . ;.: · ·. · .. goars·: .c 212) ;. '.the . .Royal Po.ed\lpi~e as"se~ts that she ·is· .a - · · , . . ·.:. 
~: ,i,, ~' • ~· # • • ' 1 • 

0 ~ 0 ~\ 0 

", •" 

0 
0
,? ' Jl 

1

, 0~ . 0:0 ' 
0 

·;·:; ·.' .. ...... . • y th're~-t to . meri'·...< 27 0) •. . 0 

, ~ • ' • • 

' lllo '< • ' •' ' ' ' I Q , ' 
., • 11 •• • 

. · . . ·.' 
' 1 "• 

. . . : 
·.·: . 

.. ..... . • ·.~- : .· o~sp-i .te th·ese . per~i~heral jud~meh·t~ · in ·LadY Oracle·, -:.. 

~~; __ :._.· __ •.·~.~.: ;- .-··.: .. · .. ho\ii~v~.r;·~. ~.~·~·r:i ·:~.re, ~efe~~~-~e~.: b; _. -Jo~'~ · t~ ~e:t .. ~wn · bas~.c · .)~'. 
:~:~: ~· • ' .: ~ ~ • ~- •• • 4 • • • ' • • • • •• ' . • • : • • • • • · : ·: • • • • • Q 0 • • f' · · ~ l! • • ••• 

;t~:·<. A~r: ....... ~ .·' .·· .... ~.~k~mp.tn~s.s . ·~-~~. ::un·t~din~.~s; •.. _ .. 0~ .. ~;"~ _e:~:-ly ' .. :· ~·:~r .. ~~_ther · ·exc~sts , .·1 ·, . ·:_..: 

~~-~-: · . . -'· · ·· ' .. · ·. her ·.from .household.· chores:'· .. 'D · ''.on ·tlie few occas1ons I'd· · · 

~~~1~•~,1~J.~:,)i.:.<d:\;;': ::·.·:~:: :.,.1 :; ~;,:;~.;):t : ,,{~. :, ·:::. <.: :;,:;:·~: ~ ; :.· . · ;,~ ·,. :.~£~·: : ( .,: ~ . : ,, :; ,; ~;.:.: . ,:-.:.:x;JJj 
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attempted it, the results had not pleased her" (51): When -- ' she later marries, . she admits: -"I wasn't at heart~ 
. 

kitchen~tidier, and he [Arthur] was disappointed later ~heh 
\ 

hi f?und ' .this <?ut" (1,70). Similarly, when she later alludes 

to cooking for Arthur, she sa.ys: "~eing a bad cook ·was much 
\ r \ 

easie-r;: than learning to be a good one, and the extra "no'is~· · .... · 

and flo.mh.shes ·didn't strain mi' powers of inv~ntion'~ (211-

. ·. ~ -: , 

' .... 

.. 
• ! 

. . .. 

•' . .. ' ,;. . . . ~ .. \..."' 

.. .. :. /.-:·J . 
.1:0·. rn. :Terremoto, wh€m Mr. · Vitrioni· come~ to .vis·it·, Joa,n ·. .- ....- . . \ . . . ,·•;:· 
. . . . . . ' . . . : ,. ... · • . . . :.r~ 
realizes that her bed . is .not -·made; clothes a'nd ·undetwear · · · .-

. . . i . ~ . ' - ' ·. . . • ' . . : ' · ... • 
' . ·~ .' . 

· litte:r th~ c~tta9e,:. and di~ty di~n-es lie·. in. the·· :~Hnk""~and on .· .. 
, ~ , . . , . , . • • • . ,• r ·. t , " 

I !• 

.• ·• :.J .··.·h 
tti·e table : (.11) •·· These iillus.ions; soroewh~·t .. in·cide'n·t~l to the . ' 

·~. 

narr~tive. · of Joan.' s gro~th and·. experience, .~h~~; are. 
.• . 

significantly mag~ified~in the last sentence ~f the nov,l: 

'"rt did m~ke ~mess; but then,.· I don't thihk I'll ~ve~ be a 

_very tidy per:sor:t" · (345). T.hes~· ma:=-g.i.nal · ree'erences to : . 
\ . 

'~.Joan ·s · disorder, wh~<=h s~gnai realitY ove·r the art which 

"no. lo~se1 ends" ( 3) and he_~ subsequent ~ccep,tance of ·~r 
has 

' :) . . . . \ 

u~tidin~s, demonstrates ~-ffirm~tio·n: of•he~ .real .self.· · As · I 

., 
• ' 0 

· . ~oan embrac~i ~haos and tinpredictabilit~, which symbolizi ·· .. · "' . ... . . 
• • I ' ' * : "' 

. life, she ' ;views a . futu.re full of .poss'ibil·ity. By ~cceP.ting• 
• • • • • • u .:· • •• 0 • 

r , ' • o <> . . . : 

.. limi tAtions1 arid_·" ttier.efore . reality, . Joan may dfsca'rd tile . 

conventional plo~s that h~v·e ' ;ailed: ~~r~dtes . 
~<) \ 

, . .. 
-that: 

o, 
. I . ' . . 

. The 'worlds· ot' fact and. hallucina'tion,· . 
"" 'aUt9b.iog·rapny 'ana e,ictfon, ~ept ·apart ·at .the· 

oeyinn~ng · of •t.fie J10.Vel ( s) ,have b~come i-n,termin_gled 
. by the :'. end. '2• These.·."' and ·the subject/object\i. · · 

·· div~'si~n, th!3 . autohor/cha;-~t~r separat'ion·~ ·.~: ~he , I 

:. .. .· ·. ... . ... . ·. . . . . '""\ . . : . :· . . 

I, . . 
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. . , 
mal~/female distinction, which th' p~triarchal 
tradition would view .. as polariti~~ : are in [th~se] 
novels by women shown -to be - aspec'tl,q- ~of the_ ·same 
' thing, multiple \nd- fluid, as they.(ftend to·· run 
into one another. 'Eve'ry woman is many women; just.-. 

• . .- gS every story is many stories. (Godard · 24) . 

. ~ I . 

Language is used as symbol in. Do,is Less~~g 's The.- . . 

summer ·Before the Dark, and is integra~o the process of 

97 

,. 

>r· .· p~yChic: relocatiim in ~ts her~ine, Kate Brown. It functions _/ ·. 

·: .. -:--.. . . ·as an . essenti-al part of ' the · n~rrative, providing a parallel . ~· ~ 

:~_:,~ .• .. .. · · • . tQ t~e r.eal~~y/~heai:re motH .;hich Le~~ing -w~aves' throughoUt- .. 
. . . 

.. ! 

' ' . ' 

·' :, : 

·.: A 

'•, I 

··. \ 

.. . .. . ... 
:: ·:· 

. . , · !r(~ .-: .:: :._:: , -:'··· .. : the text. · ·~ .· . . . . .. . · 

;, ·~·:<:. ::, .... . · A~\h~ · ri~v~l :o~~ms; --~;-·. n~rr~tor bells,.' .us· .. t .hat Kate · ;~ - ~ ..... ·.:;: 

(:-' ~.::. o '·· . . ~ ~-r~·~n: ··.i'~ ·· ·going .·tc) gro~.- ol~: ·, It is assumed _that this refers o.'j 

_'::~>~ · to a mid-:-li .fe crisis·> alt'h~ugh this is never explicitly - l .... . 
· . .... 
.... I 

:·~, .. ... 
:--·;_ .· ·. 
. ,. :· ~?. .... . . .. .. •;., ... . 
' ' 

;:;/:~ .· -~·~~ <· 6' 

·, ~' ' - ' ~ r_ 

·' ·( . 
_: .... . 
~ - ·. . . 
·; . ,: . . ~ ." 
, . . 

t •, •, , •· t I' 

stated. Biol~gical imagery in the . riov~l supports this 
·: - , . 

premise, as tess,ing · .uses an1'm'-als ·~nd physical ilin~~s as ". ' . . J ,-•' 

~~presemtati<:ms of- reality ' and . at'tirmation, . symbols of inne.r 
I• . 

growth and· c~ri~ciousnessi 

ICLThe 'summer Before the Dark, the tension be'tween 
, 

.accul tu·ration and' bl9logy is impl.ici t in Lessing's handling · 
17 • • 

· · o( ·language . .. .. The heroine, Kate Brown, ls protot.ypi<;:a·l. The· 

.. 
•.· .. 

'·' 

. . 
·· . .: ' 

. . ) . ·. : ·. 
-:t. 

-1 ; 
. . change she experien"ces paral~els th'is transition with"' ...... ~ 

, •, . . • I , . ~ .. , 

...-. peculiar power ~nd,,force b'e.ca.use 1~ ~oo, is .contingent on .. -·.:. 
• •• • '• I ............. . • • I 1/t.. p • ' 

:.· .. · .. · . , .fnstin.cf :_r~th~'i:.';than learning· • . Muc \n·. the nov_el concerned . ~ ;, · . ~!~: 
}f::_. .. with.. Kate's movement t-owa~d Bi .. idun .. . is· elusive an~ , . ·. \ .:· . :· .: :::_:~)· 
:':': _,_ _, , ~impre>~si~ni~tiC; a:\filled,>lith si.ien,ces as it is With i ' \ : ~~ 

'~Jfi,k~,~;1;ti;j;i~ihi:; ;;~;.! ~ :,,;), d~~i~ ~k,: .. ~:;~ :.~.;: ._~.:i>,b~ir# ;:;:.::: .:,:.:.:;~; •. : .. : :,,. ;,, ,; ;::, .; . ._.,; ·' ' .• · •. ·:-··· .;.,\ ,,•,; .. ~" •. t:a;~J 
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I I . 
words. Ruthvin has written on the ·difficulty with l•n~uage .. 
that faces women w~iters, and articulates the -problems of an. 

. 
are~ wh,ch has traditionally been male-dominated • . He says: 

.... 
J 

What a feminist linguistics ~·ust. show i~ that 
language, in addition to being a prison i~ this 
'gen·erpl sense, is specifically :a women's prison; , 
anct' that linguistically speaking 1 women are doubly· 
disadvantag~d in being (as.· _it 'were) prisone.rs of . 
the . male '. prisoners in the pr~s·on~house of· · -
language . .. (Ruthven ~9) ·. : . . ' 

. \ 

For women, larig~age is inade~~~te 
' , ' \ I • 

to i~entify ·reality, 
. \.. . 

specific~lly, th~ir r~ality. : 

Th~ summer B1efore the,. Da~k .is ~~v\.a.ed .. iri~~ five 
. I 

:hap ters - ·- "At Hor_ne", · !'Glob·a~ \ Fo~ds" , .• "The Holiday", "The 

Hotel" and "Maureen • s Flat". · Trese chapters ate external 
I 

signit iers whic~ ~ccompany. the, ~elineation of Kate • s inner 
' 

journey. The structure is·._circu l ar; Ka~e returns t.o the 

place from where she se.t ouc: Home •. 

The novel opens with the sentence: "A woman stood on 

her bac.k step, arms folded, wa·iting" (3) •. The use by the 
. . . 

·nar.rator of ·"a woman" to describe·Kate illustrates the -. / 

narrator 1 s dis ta,nce4 and, ,{nore s i ,gni'f.icantly, the distance 

of the•h~roine ·from. ~ersel~, which . is empha'si~ed. through\ 

..... , 

such oblique reference. 
(I 

~ 

Wh~t Kat~~ th~n~s about is langua~e: 

'!she was .letting words and ph~ase$ as w~. rn as nursery rhyme~ 
' p 

slide. around her tongue:· ·for towards th~ c.rucic}l 
:...-,..,..,../, , . , I . 

experiences cO~tom allots certain attitude~ and they ar~ 
, • • • "' I , 

pretty stereotyped" (3·). ·. Througt) all -of Kate's reflections, 
. ; . . 

~·<· · ~ . . •· . 
.::·,·~·;. I ....._ . . 
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the narr~or persi~tently refers . to the position of her 
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.. 
body. As Rubenstein says, "Ironical~y, what has been most 

characteristic of her life, her 'passivity, ada~~a0i1ity to 
p . . ' 

others• swe~ps her into a series of choices . through which 
• ,$ 

~he a'cknowledges tho!ie. elements of her personality ari~ ~ain.,s 
' 

more control over her own i4e~tlty" (RUbenstein 203). In 
·:;,_. . . ·or. . . 

this ·first scene, Kate's bo9y and her att.Jtudes t~ward . 
• • I' . ~;.. 

la-nguage ident'ify her state of r.ec~ti vi t.¥·· 
• - - • Jl' . .I 

r'n . this . f-i rs.t chapter', ~ ... ~te . is · des.cri.?ed a·s· mother and 
.... ~~ ' ~ _,, . 

. wi _fe:, . pas~~, adaptable and fo~ ·whom all ~reas' of cho~ce 

~~e · predic.ated· on e~terna1 preferen~es. Her· clothing is . -
"~11 exquisite tact" (10), suitable for her age and 

position. Thinking again·about lpnguage, ~he ref~ects thjt: · 

"The ~ruth was I she was becoming m~r~ and more uncomfo~tably' 
, 

conscious .- not only' that the ch'ings she said and a .~or. many. 

of the thirrgs she thoug~~ · had been taken . down off a1·rack and 
. ~ 

put on, but that what she . really fe~t was ·somethi?& else 

again" ( 4). Kate is trap~ed in a ce·rl:ain role, .£nd 1 ike the 

language .. that .charactet-izes· h·er role, uses cl i he,' 
. ' 

convention ~n~ ster~~type to identi~y ?oncep s and 

exp~r_ience ~ · ~o~et_ .. an~ . Lou~~ber.~y s ,ug_ges.t'_ ?at' ' "As in 't.h!;. 
' ' 

( 

.. 

Golden Notebook ~~d earlier novel~, Less;ng ~er~.'suggests · ·-

that we must .do\jbt the v~ry .language in/ which w~ .. think, 

· sp·e~k·,· and ~~~~~b.~r, f~~r it. is- fashiold · bv inauthentic .ro·le 
. ) • ' . . ' / .z . 

. ·cQnaitioningt• · (Hove\ and :. Lounsberr 1 42). kate's ability to 

· . ~og~iz·e.· her own· self-decept~·~n, however., constitutes a 
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positive recept~vity toward change even as, paradoxically, ,..__, . 

she is u~able to articulate her sense of this: "Choose~ 

When dJ I ever t~oose? 
.> 

' 

Have· I ever c~osen?" (9_) 

For the· first ti~ in twenty-five years, Kate Brown· is 
. . 

separated f~om her husband and c9ildren when she is offered 

a summer job at a coffee company called- Global Foods by her . .... 
husba.nd' s fi-"'iend, Alan Post. Ironically, her job, is 

translating between business people from different 

-6ountries~ · She first begins by translating. Portuguese, "the 

language of· her youth and int tiai social c'ondi. tioning" 

(H~vet a~d 'ou~sber~~ 41-42). That she is a~ first wor~ied .. 
' about appeariny wel~~groomed a~d compe~ent, th~t she turns 

"• •• he'r inner adju~tments of manner away from . being Mrs. 

Michael Brown" (26), demonstrates Kate's sensitivity toward 

· roles and convention. .. . 

At Global Foods, Kate observes the machinations of the 
' . . 

business people, who are attractiv~ and well-dressed. The 

int-erpreting process itself strikes Kate as: a~ reflexive 

process.; "She would be like ·a kind . ofr)J machine herself: 
~; i'~ , 

. \' \ :' . 
into her1 ears would. flo~ one language, and f ~om her mol.i th 

would -flow· another" (28). L~ssing presents translat.ion as ·a 
~ . 

is an au~omaton. · 

langua~e, in which the translat~~ totally dependent -form of 

' . Lessing also explores the power of vis~al ·cues 
I ~ • 

throughout the nove~ -- posture, gesture, ciotQing, ., 
. " 

movemep t, 
1
J:ouch to render the most i.mmediate " impressions: 

\ 
. l . 

•.·. . . ' .. 
. ' ... ' ' 

. , 
.' ' I I • ' ~ • t • ' ' . .... ' . 

.•J 

. ~ ·, 
• ' . .. 

l. 

.. . 

.. ' 

l . t 

l , 

. .., ..... 

,. ., . 

. ,, . . . ' 
.... .. ~ ·'~f 
. '.,•. 

• ·:· c ·, ': 't:·.t.4:;·i 



r;nr~~~~-·· · .... <-': ·:_· :._;(> ···.·:. :· · ·~ .: · , .... .. _.!:·: · .. ·.~ ... .. ·. 
-- . 

: . . . ' ' ': . . .. ' 
,) .. · 

. - " 

~~,· .~ ·. . ' ' 
. . . . ,., 

. ... , . 

' ' . . ' 

.... . -
. . . 

; : ? 

. 
<> : 

(f . ... . 

'• 

.. 
:·· . 

\ , ~ 

, 
. 

-~ I 
.. 101 

"And what authority. even the cre·asJs in ..a. suit . can. convey 

worn by a rna~ ~~ose d~cisions are of impottance to people 

haulin'L_s_ack-s of' coffee on· a ·hillside .thousan·ds of· m:.i.l~.s 

away" (36). Kate wonders if the co~n~ri~~· representatives 

have ever been puAgry as t~~re a~e qo v~sible signs of 
•· 

pover~y. In the super£ ic:_ial"'World of th.is lnJ.f~at.io~al 

organi~tion~ people- fit int~ prescribed ~ole .. ,· · arc~e 
di~tr~pancy between affluence and pover~~ is"thickly ~· ~ .... . 
d is_gu _iiied. .. - .-. . 

At Global · F.oods, ... Kate begins to noti~e that ·ges.t.U.res 
. ' . 

communica-te a· variety .. of - messages~ ··S_h'e watches the . ,, ~ 

officials alter the.ir .gestures and .. body movements to f'l ·irt -

with on~ another. ~ate involves herself in this / 
1-~. • . . 

subteri.anean communi~ation by changing her clqthes and · hair, 
\ . . 

discqveririg ip the P~?cess that certain. mqYements serve to 

make - her -~ither attractive and noticed, or invisi·ble • . The 
. '•"' .. . . 

heroine ·is st~rtled by this revelation ~nd thinks: "T.h is is 

wha~ it must feel to be an actor, an actress -- how very 
' . 

t-axing that must be, a sense of self. kept burning behind so ,, 

·-

-~ 

many different phant?sms" (SO). · Ironically, Kate's own 
,• 

.. 

.-~ ! ' 

. ·: .. : 
;.· · . ..,.. 
! . ,• 

:·· .· · 

( , .. . . 
be~n bu'ried under\.;a ;onventionS)l 
. -· ·, . 

·. · sense of se 1~ has 

~ ~ispo~iei6n ~hich foLlows her into he~ job at Global Foods. 
. . 

, The· adjustin~nts of h·ai.r, ~lothing .. and position sud9enfy 
. • I . .. . • 

evok~ an imag~ of her ~~nge~ ;e~f, in. a white dress, 
' . 

sitting on a. veranda. She wonders 'if that self had been .. . ,. . ~ -
/ 

. "sympathetic", "a ~m personality" -(so·). ' Kate then . . . . 
~ • ,. 0 
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realizes 'that those qualities have beert forme_d out vf the 
I -.'" 

d i:sc.ipl·i'ne of he i ny a.·~ i.f_e .and '~other. Lessing's 'u~e of the 

wife;:'~ot~er role; ·. which .·seems to embody and _ affirm_ adinira.ble 
, 

~" 
~ ch'arac t:.eri_s tics, . d_?.mons t l:'a'tes · that t_hese a~ d~l:! t ruc.t i ve to 
I . . t 

·_ ~t~e ·se.i{~que~t. be.ca'us'e 'they qre. ;ooted ''in 90nventi~n, -
• • t • 

:servitude· a·fiq_ .the denial of t-ru-th. · 
_.., .·. . ·. --~ . -
. ·, . . Moving, away from ia·nguage,_ ·then, a"s the primary . - .... . . .· . . . 

, , o I - 0 

• : ih~icator of~ 'ila.li~lt~, ·Kat::e:· uncovers further d~cepti'?ns_. 
' - • • •• f. ' - • ' 

Her own· _rple of);eU:-sacrifi.ce. is extended into the 
. ,.;) . . . . . 

. ~o~e'!'c·ial, • cap~~al(st·;.s6c-~ety~. where 
. • . . . . . . •s . 

stereotypes of th~-. . 
! - . . • -

wife and motfier furicti"on~ .are ·used as sales techniq~~s~ . The , 
pr.ocess of' movement . a'nd re'flect-ion 'is' related •in te'rms of . . 

· past . and present. . t"- Kate . . view.s;e'v~nts .in .th~esent-, the,Y 

provid~ ,~ues :~.o- r-et·racin9 memory with ~.n .ac~tely aw~e l 
~ .. . .. 

pe~cept fon. Fo:r exasnp_le I ·when .she thinks of a pa~ t f 1 iyht . 
~hf. had taken to ·the Unite~ Sta~es, · s~e remembers - the 

I 

s:ewardess1s and th~nk~: . "N~v~r :dur~ng her .e.nti
1
re life had 

\. . ./.- _.,- I • - ' 

.,.this t~ougnt\ co~e near· her: _ · t.~e' mo·n_s~t·ro~sness .o'!_ putting _)JP 

a __ _yirl t~_ -be a. target for pubU .. c love -- drll.m majorette, I 

airline/adver'ti.se.~ent, hostess --·for· m6l)~l\s, or f.o_r ye~rs" 
~ • * • ... • ., ~ • ... 

' / 
( 62). It is "rnons't:rous" becau·se it reinforces s ·ex-• . 

·ste~eotypi~~ a~d ~n~oura~es .~o~ietal aetftudes Wh\ch ~eny_ 
. . . 

self-fulfillme.~t i--n -women. ... 
. . . 

. Whdil 'the .conference of t.:Jlobal \Foods moves to .T-urkey, 

Kate-'meets i~sfcte'y Merton~ ·,when the conference e·nds, ,she . ··.-' 
.. • . • 0 \ . 

' contin'\Jes on to Spa1n with him. ·Here -she is ·further 
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distanced from language, as she does~not understand Spanish. 

She ~therefore travels closer to a new understanding of 

.-communication through the recognition of external, visual 

cues which propel N€r intuitive journey to the recesses of 

"the burning ~elf" buried in consciousness and disguised .as 

role. ~n a hotel one night, she hears twQ men taikiri~ and 

19ans out throug~ the window. Although she cannot 
1 

understand the languag.e, she. realizes as she sees them that 

· thei are speaking business1 
• • • 0 • 

• l 
"Yet she had not heard on~ word 

that told her this. Their voices were those of men tal~ing 

·· abou·t .• m~ne_y; their· boQies talked risk and gain" (95). 
·' ' " . . 

R·evie.wing h~r life, as wife and mother, and comparing 
\ ' ,. 

' .. this with Jeer younger self, it, .seemed .to Ka·te that she h.ad 
I 

• "acquired n9t vi~tues but a form of dementia" (103). Like 
,. 

·stef~n in Shedding, she must confron~ her "false m~mory~, 

the . tendency to -slot ~~perience into conventional patterns. 

Kate thus finds language ineffective; ind.eed ./ 
. damagingly decepti<Je, in the public world.~./-5he 
be.gins to question the value of langu~e--l n · her · · 
personal life as well ••• she grad~Jly discovers 
th'at·. the "love-talk" and other--verbal conditioning · 
h~ve been so pervasive tha~hey have'determined 

_ not only· her dress, make-up· and behaviour, ·but the 
· , language of l')er :private•thoughts as .well. .('Hovet 
· and Lounsbet;ry 4.2) .~ · · 

II 

As she returns to London, Kate becomes v~ry 111 and 

.lies in a hotel bed for several weeks. 'Not completely 

r 'ecoyered; s'he re~urns to her .home and sees her fr1end Mary , 
· ' . ' 

across the. street. ~Alth~ugh M.ar~ · sees her and stares, it 

·.•· ' 
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soon becomes evident that she does no~ recognize Kate, who 

has lost much weig~t, and is supposed to be elsewhere. Kate 

is incredulous. It is significant that Mary is described as 

, wearing clothing uncommon to her, wearing "a straightly set 

and sensible hat" (164). Kate realizes that " ••• nothing of 

what she w-as seeing now was true of Maryi who was in 

disguise" · (164); eecause ~ary does not recognize Kate and 

looks down on her, she assumes a relationship to her that is 

very different from her usual s~lf. Kate reacts to the 
' • 

knowledge, that,· because of a --'few arbitrary facts, s~e is 

suddenly anonymou~ to her best friend: "Far from being 
' 

. saddened by it, she felt quite drunk with relief that 
,I 

friends~ip, ties, 'k~owing people' were so shallow, easily 

d ~~proved" ( 168). 

The sa~e nigh~, Kate attends ~he theatre to see A Month 

in the Country, wanting to explore this phenomenon ·and see .• 
people "dressed up in personalities not their own" (168). 

As Lessing uses language in The Summer Before the Dark as a 

metap~or of unrea{i"ty' in t'h~·s section the m~taphor is 
~< 

extended into the microcosm ·of the theatre, where role-
. 1 . . . I 
playing beco~es~afrnost sup~rfluous to the larger images of 

daily unreality~which ~he heroir:te obs~rves·. \ 

•'. 
~t. t~e the.atre, · Kate /behave\s in ~ bizarr~anner, 

prompted by' a combination of her illness and her 
../'' 

observations. Ironi.cally, as the· actors assume their r.:ole.s, 

Kate abandons hers. · ·She creates afiistutrbanqe by shout·ing 
-.. 
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at the actors, commenting on the action, and quite l~udly 

declaring the whole scene nonsensical. Kate sees the play 

as a pArody on the acting she sees in reality: "A joke. 
\ 

Like her own life. Farcical" (172). Moieover, when she 
I 

surveys the audience, Kate finds that the p~ople have all' 

turned into animals. Lessing binds here the tensions of 

'conven~ion ~nd biology, and ironically subverts them to 

d~monstrate role-playing, deception and spirit~al poverty. 

The image· is a powerful one as Lessing draws attention to 

th~ ludicrously · well-groo~ed heads of these animals that · 
'· ~-

~wo~ld _ keep _a ~ozen familie~ ~live tor months" (172). In 
. . . 
The: summer Befo-re the Dark, ha_ir and its grooming become a 

sy~bol of~ conformity to _ conven!)?~· The animals are 
' . 

. . 

"~sks" I end in her_ h}'Steri<:al)ut ~isio .. ned condition, Kate 

sees in -the pop~lar play and the affluent crowd the roles 

which are projected into the theatre.~ As Poznar comments: 

"The world as ' Kate comes· to uhde rs ta nd it is a theater, a 

stage on which figures perform their appointed roles. The 

conditioned ref.·lexes o•f a ne~ l .iberal ag~e .;are so pervasive 
. . 

that the unreal has become real.." (Poznar 57). 

-~ogniz il\g .Jjte~eotype .as . acting, Kate b7.~':'m~s ~ 

attuned 

to her own feelings toward ~anguage and s·ilence. Her 

decision to reclaim .herself as inviola6le,· un~nvadable, is ~ 

expressed· through h~r· l).afr, a visual .signal of . her non-

conformiiy· to ac6u~turatiori. sne leaves a ~ide band of ' 
. . 

grey~ rej~cting any _perceived diss~n~. - ~t h~s been ' not~d · 
\ . .·\ .. ' 
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that. 11 Kate 's widening band of grey is thus an as_sert ion of 

truth over 1 f~lsehood, an assertion of the truth of aging and 

physical death over the pretensions to perennial youth" 
I 

(Hovet'and Lounsberry 4~). Kate' .s movement away from · 

language is mar-~ed in her choice to make a stat-ement 

visua·lly. 

Having abandoned-:-rnt>st language as--i:"neffective, . Kate 

retraces areas of language and words ·that have held certain 
I . \) 

fixe(i\ meanings for her. When Maureen leaves a note in-the 
\ 

apartment for her siyned "love", Kate: 

••• tore up·the note and sai9, Shit to thati, using 
the word her chilaren used, and Maureen used, but 
which she never ·had. She app_ropria ted it, feeling 
.it. was her right: What a. con! · What. a b~~ody ' . . 
great stupj.d game 1 What a load cif shit •• \ 

All . her children shat, shitted, 'shit, in' ev·ery 
_sentence, like the workingman's fuck, fucki'ng; 
flicked. . , 

Now she had said shit .without kr:iowing she was 
g.oing to. 

So much for a word. ( 221) 

. . 
As Ka.te moves from inauthentic responses to langl.lage, its 

power over her becomes negligible. There"f.ore "shit,"-, a word 

which constitutes a violation of her former ro_le, is said 

u~consclousl~ anti '··!reflexively. Instead of responding. · 
• l • 

conventionally . and smiling indulgently at the word "love" on . 
the p aper., Kate r ·e jects . . pr;e~ense and langu.?ge which bind her 

to a certain role. --..... . 

This affirmation of self is also echoed in Kate·•·s . 
~ .. -t-' • 

s i 1 e nce__s. • w~thd.rawing from· responses .;sllch ·as symp·athy and 
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.self-giving·, Kate must also be attuned to forms of deceptio~ 

and falseness. When Maureen speaks to Kate about her fears 

regarding marriage: 

Kate sat down and kept silent. She was thinking 
that · she had i.ndeed made · a long journey in t he 
last months. Before it she could not~ have s-at 
quiet, · while .a girl her daughter's age wept with 
misery because -of her, Kate's power to darke'lltrer­
future. Kate-, at the other end of what she 
sudd'enly was ~ feeling _was a 1\ong int'erior j ourney, 
would ha~e been. "sensible", made balanced remarks. 

~ of one . kind or another, attempted consolation, · · 
because she still· believed that consolation could · 
be given. Yes, that wa~ where · she ha~-changed. · 
(·2~6 )· ·. .• .\, . . 

• th iti~ Summe~ Before the .Dark, then, · all . reality is 
.o _ I 

· ~ubverted by the tr·i t .eness · of language which results in . ~ . . . ' . -· . . . : . . • 
reri)oyal ·from and .i:naccess ibili.ty' · t:o· the -truth·,· which may . 

.more significantly be communicated non-verbally.. It is the 
. . - - ' ·' 

heroine's r_ec~ptivi ty .to ex,ternal cues wh.ich all~ws her to 
.... 

·transcend false meanings ·and fixed def initionL._t...Q move 

beyond he_r -.ro 1 ~ ·.to a ildu rig • 

. V~iena St*fan's ~h.ddi~~' an autobibgr~phic~l novel 
I . . ' . 

wtlich recoun~s ner iritens.e -journ~y 'to . self, - also deals with 
' . , . . 

• 

-· 

litngu_age •. S~e- _s.ear~hes for a pr_~per .la~uage to art ~ cuiate 
her experiences, a w·ornan' s language~ would- elucidate .. 

·her th&ugnts, dT~a~s and· physic~l ~eing • . ~he tinds standard 
' ' '\ ' .· . . . . - .. 
language -.too i'imit'ed, .too l?aded with signifiers . c.onnoti'ng 

traditional . judg~ment,_ too male-defined~ ., As· .Friedan 
. . ~ , 

.·comments· ·.oh She'dding: 
\ ' . ' I. 
i 

,··· 

. ' 
' 

" 
: 

-.. . . 

.. 

-.. 
. . 

- . . -

•, 

'· 

~·-.-- .. 

. -· ·. '\ .· . 
• I 

' ~ . · .. 
: ~: 

•-.·· · ,. 
~· ... · , ·;· • t:· 

~l.(t~-~~,;~~i/ . ~;;:_ ,; ;<. !c > ,~:. • :, :.. : .. · • ~ ,. • -~< ·, • • · <~. ·. ; i : :, ·i );~ ;,;,; :;:: ,, , : . .. · •.; -, ., ) , ·' ' -;';.;._; . ,: ::: c.; •; ,·;, .. f~j0 



.. . 

, .. r•" • . 

. ' . . .. ... ~ 

·. ' 

...... ,J. 

.· . 

.. . ·, . . . 

1, ,. . 

.·. ·, 
: . I - • -;-

... ' 
• 4 • •• •• :·... • , . 

. . . .. . .· .:_: :_· -. . . r . ' ·. ~ . : . . . . : ....... .. .. . ' ,. · . .: . : 
: :,. ' ' .\ 

- ,, ' I 

"" 

. -"' 

By accepting vocabulary that implies the values of 
the system that creates it, women- limit the 
pos-sibilities of their own development and 
experience. stefan tries· to break through this 
barrier, rejecting alienating words and building 
new connections and associations to qe_sc·r i be .her 

·experience. (Friedan 314) 
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', The inte·rnal change which Stefan under~oes is reflected 

,. 

in four chapte.rs of Shedding. These are called "Shadow 
. 

· Skin", ·"Wi'thd-rawar Symptoms", "State of Emergency:• and 

"q.ourd Woman". ·The 'first three chapters outline st'efan' s 

young s~lf moving out:· in1:.o _the world,· relationships _and· 
• I 

-pl-aces, and ·her experiences in a love re1ationship ·with 

another woman. '\ . 

. -
•.. 

relation to- the · world a'nd· .is indelibly i nscr i bed i'n .the 

Feminism in th~s n~vel helps S.tefan to define her-
. ·\ ,. ., ... 

proces.s of · a_wak~ning. , Stef~n comes. t ·o locate her self 
\ . 

.. thr~ugh individual thought r~ther than popular perc-eption. 
c 

By experimenting with a fluid style·-- based on poems, . . ' 
dreams, sketches and ·memory -- Stefan's changing vision · and 

gradual . self-acceptance is incorporated "into he text 

itself. As she adApts new ways of living, ne methods· of 

seeing,· pus.hing {enaciou~~y against inhibit! n and · 
. .. 

restrict'i9n, the text recounts the teality o that sear.ch in 

her writing. 
,. ) -~ I ' 

Style supt?orts se~f-qu~st. · • 

Early _in the novel, . the prptagonist street · 
' . 

in Berl i.'n · and passes an open tavern. 
--- ,~---- ~ 

A~ s e approach~ a,, a. 
drunk man leans · over the railing and verb lly abuses her . . . ~ 

. ' 

body~ The heroine is inc~n,sed and infur a ted,_ but has · !10 

... , I , • 

: ,· 

• • ~I ' 
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: ' means .of attack, no opportunity for retaliation. Her anger 

seems inexpressible, -which leads to further frustration: 

To ·be able. to · strike back just ynce instead of · 
having . to piJe up layer upon la e r of indignation 
w.ithin myself. What use is the typewriter now? · 
Letters are small dark sfgns, al:i,erf bei"ngs whis::h 
creep about in· disarray; I sweep them from the 
table ••• Perhaps he is sti 11 talking to the others 
about my breasts, while I sit on the floor and 
spell .• ( 3-4) 

... 

S.tefan' s words resou·nd wi th_!.h~-. feeling 9f disposse~sing 

iangy_age, unable to articulate. her . own strong anger, which .. 
, . • .u • 

is . 'turned: ba~k ~n ~espair upori the ·self.· However, this 
' . . . . --..~ 

· :>f.ee.ling ·marks . the . .6eginning of 
. ~ . 

her j.ourn~~ as she· must 
. . ' . 

learn to. allgn emot ion·-wi th .authentic languag_~· Her 
.: ; --- ·.· .·. ' . " . .. 

beginning· 'to· spell marks. the s-tart of her JOurney, · which is 

., 
... 
:· · . 

. . 
t. 

... 
·~ ' . 

,! • . . . 
' ,. 
~~: .. . . . . 
' ~:·. ,·,, 
~ . · .. 
' : . 
) . • .. 
•' 
' J· ' 

...... · .. 

.. 

·. 

to be' worked Ol:lt i~' Shedding. The .amb .ival~~ce . that .sJ1e 

feels. a·t undertaking such a pi'lgrimage is r;~flected in th~ 
I . . 

pattern of letters ~he_w.eaves, a disco~nec~~d- sequence which 

at fir'~ ·t ~ppears corlfused and disjointed: ; 
I 

' . "-'#' . 

• w H I 

w I i .. E N 
L' L 

T - t tl 
\' c 0 

E D A: '{ -

M / E 
w H E\· 
w 0 \ 

N 
E . N, ( 4 .) ·M . 

\ . 
Eventually we sEl!e that the letters, sca·t tered except 

I . • 
. . , 

, .for : their fusion ~n t .he middle., come to spell the words: 

"WHEN .WILL ·THE 'DA'i ··COME ·WHEN wo'MEN ~' · ( 4) • . ·vThe· diffusion of . . . . 
f . ,. . ~ . . . . • 

the letter~ reflects what Stefan .s .ees as the pre:s·ent 
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dislocation of women from each other, and the need to Join _ 

together in order to r~creat~ language and effect an 

-operative articulation of woman:s reality. It ·is a rnessa<;Je 

of revolt against ~elf-directed anger, inexp~;essiveness and 

I 
:t 

,.t' 

" l ~ 
si renee while simultaneously elucidating a vis ion of, 

autonomy, and equality for women. The silence which comes 

from . Stef~_n's ange~ explodes in this s~ries ~f letter.s, and 
• , 

has serious ramifications for how her self-quest is worked 

·· out in the .. fabri-c of the text. As Abel c6mmen tsion this 
I 

type of writing: 
.· 

. ' 

.The s i~ences that punctuate Mrs. Da lloway reflect .. 
the inteq:uptions an~ eni~mas .. of female experience ' 
and ally the · novel with a ·'recent... trend . in feminist ' 
aesthetics. The paradoxical goal <~£ rep~esenting 
women's absence from culture has fostered an ·· 
.emphasis·. on "bl'ank pages, gaps 1 borde'rs, spaces 

~ 

•' ,t • 
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"' ' f ' ; 

T ' . 

' •; ... 
; 

" /,' 

' . I 

/"'. 
" !,. 

' ~ : ,, . .. 

·, . . · 

:-

.. ;.. 

I ' ' ,:, 

. ' ·: · 

. /if r 
and silence 1 hole'S in discourse" as the 

· distinctive features of a . self-consciously female- ____ _:_ _ __;,: 
writing. (Abel, 1983, 184) . -

• 
Language e,rects frameworks .for experienc.e 1 education 

and self-knowledge, but is itself limited by its own 

imprecisions.2 "As dif'ficult as it. may be at times for· l 

language-· to encapsu la t~ -ex~7r-re1t~- Ru thve ~ poln t s o~ t 
(Ru_thv~n 59), for women wrVters that. ~rus trat 1on may be . ..,. 

twice a~ deqili.tating. Stefan· expresses .the diffic\lltydn 

r.e.lat~ng to men throJ,Jgh language. 
. \ 

In a relationship\ with 
' \ 

Sarnue~, Ste'fan tries to communicate her interests, goals and · , 
I . • 

needs, but this becomes increasingly _ f.utile. . . . Her lover is , 
: , I 

d,isinterested in ·feminism be;cause he does not · think that i.t . . .. .. 

directly affects h.im, a~though Stefan d~splays. i~~erest i_n . 
· · : , . 
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'~-·-~his political g6als: In a ·poem Stefan illustrates the 
•' 

• 

situational dynamics of their relationship: 

I worry about you . 
You're getti n9 : further and further off ~.he track 
Again we are talk_ing about --feminism 
Weren't we going to ~alk . ~bout us 

You mea~ mort to me than 
anything in the· WOFld. ( 41) 

~ ~ 

p 

This poem is in Samuel's voic-:. 1 and Stefan 

these statements to' demonstrate that', for him, 
. ~ ' _.:... . . . . . . ' ' . 

an ideology ·. divorced . fr_~m her essential . being. 

-, 

) . 
jux.taposes. ~-

' feminism is 

.·That it is 

treated ·so casually 'and :.geparat'ely by him indic.:d:es his .: 
· • · . 1 r . t • • 

. disinterest · and lack· of commitment to an equal relationship. 
' . ·• . . . 

' ' 

The la'st line of t_his passage p.):"obes .~the subterranean 

-, ,--,_ -..,....-, - . - ·--- . 

t.~:r~tory '?f the · c~n-fl·ict, the sub.tl~l-~oti_ona-l · black~ai:, . 

and. the irn~ed sa<_?rif ice of self that it involves. Because 

· .... 

·· .. · .. 

,11 •• · 

' . ' , • I • 

:. ~, . .' 
~' ,I 

. . 
'' ·' ·' ' ., 
~ . . 
~ ·~ ~ 

~ i: 
~.'; ': .. 
: .· . . 

z~~:~ ... ·. . . . . . . 

Stefan by this time is exploring alternatives to traditional· 
" 

relationships,. due to her involvement in the women's , 

xovement r . sh·e is able .. to pier:ce Jh~ . a!l\Q.igu i ty 'Of such 

cbnverSations and reach the ::JitY beneath. For her to 

r _emain ~n this relatio~s~ip ·(~~~ Samuel :ould I require . 

t.olerance -and submersi-on · of self·. Langua~e is not. help·ful 
r1 b~ause of ... t;~e-ir. different . perspectives, and as · Stefan says, 

"I "lead ~ different life~ speak ·a different language" · (54) • 

I' ' ' . ,. f 

To Stefan, language, 1n some' cases, serves ··tO.;.Q_~scu.re 
,') . . 

expe~lEmce -- particularly woman-c.en'tr~d e.xpe.rience. · :~;t is 
t . 

I , . ..... . ' . 
useless·.·at.·· c_o~tain_ihg ~orrific violations of self. Whil~; 

. ~he is travell~ng, the heroin~ meet~nd makes · a .date with 
.~ · -- • • • •• • - ,.._. - " . ....... .... , ._1 · · - 1 - • -
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an American for a movie. Later, she is raped by him. Her 

' thoughts fo~lo~ng· this assault focus on tpe ·triteness of 
........___ ' . 

the word used to encapsulate it: "A ·~ord is roa~ing around 
- ' , 

in my brain. I keep trying to apply it to the preceding 
\ 

"ev.ening, but it doesn't fit. The evening oozes out ~rom 

under it, a puddle of brown .. · The four letters r ~E. ~ drown 

in it" (19}. Perhaps language will never achieve 

articulation of thJ reality o~ this experience; ~11 words 
• E:.. . i 

become · overwhelmed and inaqequat'e in · the process·. 

Disruptions -~n the · sehuence of : ·tr~diti.onal fictional 
J . . /"':1 . -

- . I . 
structures occur' throu·ghout Shedding, which is inf~sed with.-

dream, ' poet·ry and poe_~ic .'prose. Many · of ~he poems in the , 
.. novel pj:lovide the only clue .. of an older, reflective sel 'f who 

, 

" 
comments on the- experiences of the younger pr.otagonist, 

serving much the same function as the. narrator in The 
0 

Women • s Room . In one section, as Stefan. reGOunts how she 

got a gall blad~er in~ection, she does so in two se~arate 
, : I 

accountp, which exist side by side on the page, w~th only a 

slight margin between them. FQr \>urposes of clarity, it is 

).. 

.. , 
. ; 

. ' . ' . 

\ 

::\ 
•.! 

.. , 

,...,. 

. ' " 

: } 

~etessary to provide the visual significanc& of this passage ). · 

.. 
,JJ • 

in the . te"xt: 

~ 
' ' 

' 
A .ye9-X later I'm qriving.through Berlin with 

Dave, W·hOm t've been in love with for a tew weeks. 
· We , have met by accident, he gives ·me a ride. · I've 
just come fr6m ·the ear doctor, r' ' have an· abscess . 
arid it hu~ts. · It is summer, I am we~ring a dress. r 

• 
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On the way he keeps 
we'd iike to go to bed / 
with/ each other and go J 
tO<- )1is place. A gE:}ntle 
su~mer breeze wafts 

looking over· at my bare. , 
kn~es, finally reaches ·over, .. 
touches them and asks, 
would I l"i k.e-..:.to come! home 
with him? 11if'oi.l' t ever go 
home with .a ~~nge man! . 
--but this rs=-d"ifferent. 

.. 

tWrough the open window 
9hto my legs as we 1 ie 

1there, our energy spent. 
; That's how I mt.tst have I love him!) I nod, .. we 

/ g.~t-~er1a a bladder infection. drive to his -place .... 
Something goes" wrong, his 
peni~. slips out of me. I 

I 
.\ 

\ 

." II) 

Dave ge.ts angry. ·. My ear 
·aches (Does that little 
· bit o( pain matt;.er, if he 
wants me! ) I try very 
hard t.o· position my,self · 
correctly until he gets . 
his orgasm~ · A gentle · 
summer. breeze wafts 
through the· open windpw, 
icy, 'onto my legs. 
That's how .I must have 
got ten ·a bladder 
infection. ( 19-20) 

I . 

The d iffe'rence between these two- accounts is the • 

i'nsertion of the word "love" in the p,assage to the . right. 
-

The word "love" in this version becomes a reason for the -.. 
man's ' treatmenf" of Stefan, and a ~ason- for her denial o·f 

dis.comfort, her denial of . ~·~1£ so<hat his, nee~s . c~n· be met. 
' . ' 

.. .. • • '>t 

.The·· account at the left, · a~l though shorter, demonstrates 
I' ·. -

·' 

' . 

mutuall:ty, ·- even in the absence of the word "love".~ There ..,~-s~-· .· ·:·: .. 

no tensio_n of perceiyed powerplay. between Stefan and Dave. ~ 

This technique is very useful bepause it portrays · the 
' ~ . . . 

ratiohaliz~tion of _ mem~ry, 
' .... ' . 

and Stefan's ·effort to obtain the 

-~~ality bf ~~r ~~perience~ outside the tradi tiona! responses • . .... 

she has been conditioned to feel. Stefan ·tl'\en goe~: ?n to 
~ .. ~. 

:- · . :.' ' .. ~ '~~ ' 
,. - . .. 
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" analyze such responses, and how detrimental they can 
-~ .,1' 

ultimately be to self-quest: 

Love can be a ·means of camouflaging brutality for 
awhile. Love is often nothing more than ~ayer 
upon layer of dependencies of every kind, for 
example, t~ .dependency brought about by the need 
for a man Is approval. •• Love ·is perpetua.J.ly ;-
mistaking · being desired for being '{iolated. ( 20) 

. 
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Stefan sees love as a dangerous rationalization and 

dependency; she, in effect, by switching the lens through 

~nich her responses have been 'viewed, approaches the word 

.. " from a different angle, seei_ng it as an excuse for the 

truth, instead of the truth itself. Esseptially, she 

' 'revolution i .zes, re;cre'"a tes the word upon whi-ch ihsecur ity 

. and need for approval have •hinged in her own mi rid. When her 

boy f_rien.d cornpl iments her on not being pos~ess i vet Stefan 

thin~s, "No practice, no prior history in spea_king, no ... 

deman<J,s. Bef'ng. able to speak, mute wish" (21). Because of 

silenc.e, conditioned responses, and various ...... .... - -
rationalizations, women have denied their own needs and 

"· 
des ires. · By examining the · language on which sucn responses · 

-
are predicated, Stefan, like Kate Brown 'of The S'umme r Before 

. . 

the Dark, is able to reac~ authent_ ~c feel-1.~ instead of 

conditioned reflexes of the mind. 

Although previously attempting to find her self through 
• \ • E • 

sexua.lity, st*.a-~, through. her, process of awakening ·l 
, 

confronts .the -contradictions andJ b~trayal~ ·of self inherent 

in h~ar' rel~tionsh1ps with men. She wi th~raws/ f rom" a 
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relationship and enters a feminist workshop: ''For me it was 
• 

a question of rewriting my own falsified history•• (49-50)'. . . . ..... 
Stefan comes to understand that lanyuage -in her r~lationship . 

. 
was itself· a device of power and sexuality cou.ld no longer 

~ . ., .. 
serve as· a reason for obscuring, her \ssent ial se 1 f. The if • 

\ 

conversations. ha~--!>ecome mere 11 0rphan 's talk" _ ( 6 0) , because ~ 
·.. '\, .. ·~ . 

of . the w'ords '/standard· meanings ·and empty , repet 'i t ions. 

' 

., 

Change has Qoccurred with in Stefan -- she · sees convent-ion \pnd , 
. ' ' . . ·. I - \ 

• stereot;ype as' oppressive-,. iang\,lag~ used to _locate. experi~hce 
' G • 

as de-ad. LanguaQe which reinforces this schism' is 

particularly dangerous. S.te{~n cortsciously withdraws, and -. . . 
ironically learns to voice l~nguage which had pr~viously 

been impo.ss i ble: ' 

-~ 

Wh~n I · t inally opened my mouth th'e pat te·rns were 
there in my mind: of all the th·ings I leaJ;"ned · to 
express, · the rna,st diffit:ult·was the word no. 
Its predec~ssors had been:· 
Actually, I didn'~ · · 
you kno'?', ·I think that 
I merel_y meant to say 
what ,I meant W-as • 
do yotr .understand wh~t I ·mean? (55) 
The fragmented sentences in the above passag-e. de.n .ote . 

Stefan.' a ~ea~lier· con;.ion ahd inc~ecis·ion. The power.ful 
..-:"\ ' 

arti_cu lation of the word "no"< indicates Stefan's present· ') . 

' refusal to sacrifice . he·r · ctesi~s 'to another f..o receive 

approval or to appease. , 
. r "'~~ J"";~ ... --·~ .s . • 

The experlnie.ftal s~y le of'Shedding focuses on \ · 
. " 

reclai_ming ideas and experience •. Words are infu·s.ed1 with new 

meani.ngs that explode conventional definit-ions. Stefan .. 
. . . · ..... ;. 

.... :· 
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searches for a new lan.~uage that i\. definitive, precise and 

enc::dpsulating. The writing process is the site for the ~e-: 
~ 

examination of language, t'he ·focus of re-c~nstruc t io~. This 
,-

is difficuJ.t for~ Stefan because ·in· her m·ovement f·rorn .. 
-· .· conceptualization to .awa r..eness, 'forms ·instilled in her 

consc iousJWss must b'~ r-e-e·nd6wMI with eJ1e r-gy and · strength • . · . ., . . ... 
The effec·t of this effo_rt leads the reader in_to concrete 

" .. 
awareness of the wri.ti'ng process i'tse·lf·, ~s it. is worked out 

in · Shedding. Just as lctnguage· has ot!stru9ted he-r 
' . ~ . 

• 
r;l~ti_onships' with me~, ·;7~·-t't. hamp~rs ~ffective 

~ommur-lication of the journey. · she 'h·as ta·ken into the depths 
. . ~ 

' - of self:. · " .••.• I m~st ct'eat·e new woras, inust be ~elective-, 
. • I 

write- differently·, use ' . z Every 
'- .-

I 

so ?f ten a wo~d· brea~,; out of my ·walled-ih brain 11 ·{106). 

Stefan wants to us.e :·words in a way ·so · that the reader . ~ 

3 . 

-9'xperi~nceS" a flash of .recognition: a reborn _a,wareness of• 

' the real~ty pf :het .9wn b.ef ng:' In this way-, the simultaneous 

exp~rimentatlori with forms"' )n Shedding may prompt 

.. ide~t{hcatiori i~ .the reader. 
I' 

I • . . . 
As· she enters an'affa-ir wH.h another woman in "State of 

Emergency~, Stefan 
. ) .. 

los.es lanyuag~.; .to discover her body on 
' .. . " _. 

her own te-rms in a relc3: t ionsh ip unpre;d.ica ted by traditional 
. . 

te~ms. · \iOrds and definitions lose 'their original · power as . . .. . . . 
'Stefan searc-Qes· .. f.or wholeness unsp1 i nt~]:'ed by language, · 

. ' ' 
This chapter is pervaded by a tone · culture or c'onvention. 

.. L___ .. . ~ 
of fullness, warmth · and· connection, · as I Stefan ~ocates her 

. . ~ • ~ 0 ' 

.# ... . . . . 
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?ody's significance to self. All aspects of Bildung are 

synthesized ~n· her ackrwwledgement of her physical bei.ng as· 

a 'crucial part of self. The chapter e~ds _,wi th a poem to the 

heroihe's ,lover in celebration o£ s~lf ~nd wholeness, 

merging them w_i th th~ revolutionary p·ower of . writing. itself: 
. . 

"Paintin~ and I writing to some extent offer tangible 

gui8~lines, I it'is only becaus~ bf ·these that we can 

survive, I that w~ can attempt to transcend I t'he tragically 
cr 

restrictive means ,of c~mml,¥licat _ion op~n to u~" (111). 

Artistic ende'avour in Shedding ~s a critical aspect· of the 

quest motif. 'she concludes by telling her lover, .Penna, 

' ·· t ·hat this ..poem is a more concise' and effective means of . . . 

relati~_y·. her fe.elin.gs~ · Verb&lizat.ion ·.of her emotions would '. 

h·a~e -~~ken ·many . ·hours.. Although language · is largely .,, 
' - . . 

ineffectual, a.nd, for women~ insuffici~·nt, we mus~ use ahy 
I. 

m~ans we can find to enu'nciate our realities, " ••• not 
•. 

· perhaps to capture I our longing_s_ but to communicate them · I 

not perhaps tq 1ive but to 'suspend I me r ely surviving I f or 

a few . hours'" ( 112). In Stefan, then, we are able to vi ew 

he~~; metamorehosis from silence and spelling to determined 
. . 

articulation of the fundamental s e lf. 
• J . , •• ' 

· The last chapter-. of Shedding, "Gourd Wo~ari", is quite 
' • 0 • ' • • 

· . different . from the .rest .of the nov~l. ·rt centers on a . . . .. . ,.: . . . . ··. . ~ . 

. . character called._ Cloe ·~.r.a· is told· from the third pe r son 
~ 

poin.t of vlew.. lt. is a fictional account that pr~ves a 
\ ., . . , .... .. _ 

.. ~significant departure from the 'prev.ious first-p9_rson 

l . 4 
• . . . 
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analysis. However, the tone of self-love, reflection and , 

wholeness is carried over from the preceding chapt~r, "State 
I 

of Emer_gency". This chapter illustrates Stefan's Bildung; 

having achieved it, she is able to displace the character of 
• 

Shedding into a fictional Cloe. The creation of a fictional 

self also demonstrates further artistic experimentation. 

Aligned with the rest of. the novel, this chapter pinpoints 

the unity of l:)ody, mind and imagination in the writing~ 
process itself. 

The most important •fun~tion · of "Gourd Woman'' is to 

aut;.henticate the_ reality of change, tr_ansition and · 

metamor:pbosis, as much in the hero.ine as . in the novef ; 

itself •. Although the main character' is different, Stefan 
' .. . 

demo~strates that the focus is the ' same, .as we see Cloe 

laboriotJsly workin_g on language, w?=iting an·d communication • 
... . 

The journey hpS thus come to an. end: the circle is complete. 
. 

Cloe thinks: "These numerous proce~ses of assimilation and 

alienation must evolve in such a w·ay that the signals 
' 

emerging from· IJ\Y head and going into the ' typewriter 

carrespon~ 'as closely to the original experience, though in 
f . 

another form"" (116). Even as her c~aracter speaks, Stefan 
. . 

innovates these forms. The dynamism and fluidity of~ 

Shedding _ ~~port the. elusive and · lmpressionisti~:itages oe 
. " 

change, · tu~nin.g the "text i-nto. a concrete articulation 'of .. 
~tefanis jou~ney. This is eloqu~n~l~ 1 ~terated by t~e 

,Jrotagonist's fictional -character at the close of· the novel, 
:·· 

·. 
• f \ ~ •• 
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as her remarks on writing become atltlicable to each heroine 

on self-quest: 

• 
She didn't believe the claim that a book was 
"finished" only ~hen each printed sentence could 
be expressed in one way and no other. A--book a 
process a piece of life, Cloe said to hers'elf -­
all changeable. {117) 

In this way, narrative and language in the contemporary 

female Bildungsroman are used by mo?ern women writers. to. 

illustrate tbe d~fficulties of traditional texts, popular 

and cla~sical images, and language itself. In The Women's 

·Room and Lady Oracl.er French and Atwood introduce self-· ._- '..» , 
consc-ious narr~s . to, explore. the problems of the writing 

.. '!111 
process, subverting convent.ion and viol'ating stereotype to. -

- . 
rende~ singular accou~ts of their heroine~' lives, In The 

Summer Before the Dark, language functions as symbol in a 

similar endeavo4r, breaking do~n deception and falsehood in 

self-reflection as well as· social circumstances. In 
.. 

Shedd~ng, Stefan emphasize~ the development of her herolne 

as a process, attempting to revolutionize the foc.us and 

nleaning of language, · moving it closer t;.o the reality o·f. 

· expe~ience.. The.se te~ts all achieve the process of the 
. 

protagonists' . development th~ough refraction in linguage and 

narrative~ ~y defying conventJon, they demons~r,te the · 
~ . 

' ~robiems inherent in woman's con~ron·tat~o_n_, with both wt;iting 

and- s~ciety, ·and, ·. as_ a --result, are 

· . deiineat~ their ·heroines' movement 
• I . 

able to more · forcefully 

• • .t<? Bi-ldung. 
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Conclusion 

This is a journey, not a war, 
there is no outcome, 
I renounce predict~bns. 
( At wood , 1 9 7 4 , 7 5 ) 

We shall not cease from exploration 
And the end of of all our exploring 
Will be to arrive where we started 

~- And know the place for the first time. 
(Eliot 48) 

As this study has focussed on in/visibility, spatial 

imagery and narrat~ve _ and language, the question must be . 

ra_ised that if ·so many social constrictio-ns exist. along the . 
' ' 

h~roine's path, can Bfl~uny ever be achieved? · A 
• , , , • Jl D 

"successfu'l" Bildung·sroman is onf! in which the . individual' 

af1d spciety come ~o some sort of com-promise. In most of the 

novels examined here, no such harmonic resolution seems to . 
q_c_c.ur. I·ndeed, the hero·ines must railAgainst ~the social . . 
norm to obtain ~orne. measure of individual peace, _ and/or 

become isolated and alienated from the societies in which 

. they live. Such endings have p-rompted much criticism from·­

authors who see 'them as i .nvalid · a.nd unsatis-factor y. Are . 

they uns~tisfact~ry _ Q~unsat~sfying? Pratt describ~s the 
I' r _,. 

contempo"rat'y..- ·aildurigs'roman as a novel about ·a heroine ·who is 
' ' 

"des~ined _ for disappointmen t " (Pratt 29) and Linda . Howe 

' . 'calLS these novels "narratives· of survival." (Howe -177-184). 

-..The resolu t ions ·of these nov~ ls, then, are · the .f ocus 

fo~ much discussion on the ·validity of the . cont~mpor~ry 
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I 
· female Bildungsroman as a genre, when it. appears that, . 

because of such contradictions,-Bildung is quite impossible. 

Linda Howe, for example, ~riticizes Braided Lives for what 

·she views as '-its heroine's questio_nable journey 

castigates the choices allowed to _;ts · heroine: ' 

Her affairs with men and women only prove her 
essential sel~ishness, for Jill uses people to 
fill her own various needs: different needs, 
different people·. She uses the death of. her 
cousin to end an engagement to Howie, whom she h~s 
known since childhood. anQ_lQved through 300 pages • 

. Poor Howie goes down without a str)lggle befor.e .ner 
consumi'ng·need for independence. Afte·r all, Jill 
·has survived her parents, Detroit, a threatened · . 
shotgun marria.ge , _ self-indu.ced .abortion, · rape, her 
cousin'e death; · .. she · is;.ROt about . to los~ it all 
.for marriage 1 · She ·willl b~ alone, to. do her own . 
thing, to explain herself to no one. (Howe 180-

' 181) '", \ 

' 

.Howe grant·s · us th'r salient piece~ of inf9rmation which 

comprise the plot of Braided Livest but the l _ight cast! on 
. 

them is aspers i ve and· mocking. Moreover, this . . 

interpretation of•the no~el is ~aulty. Jill does not "use" 

Donna's death ~·break off her engagement; she does so 
. .. . . . . ~ 

t>ecause Howie inaists that she not be involved in feminist 

_ activities 'laf,te·r m~rriaQe • . J\Al fe~ls· responsible _;~~ 
repot:ting the doctor who ·performed . ·t.he ab.ortion frorp .which 

~.I . . . . . , . I . . 
lJonna hemorrhaged. · Marriage to Howie would _. again res·ult in 

. . . ~ 

const'riction -a~d ·'inhibition of . th~ bellefs ~haf J i-l l has . .. · . 

come to hold and ·value. Howe's analysis· is also suspect 
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patriarchy. Key· phrases in her include "essential 
. . 

selfishness" and "consuming need for independence," as 

though such characteristics ar.e in violation of the norm, 

and, in a woman, essentially_ unadmirable. 
~ 

More criticism is levelled at French's The Women's 

Room, a novel which candidly espouses feminist ideology~ 

Indeed, t~e feminist dimension in ~his novel, as in 

Piercey's . Braided · Liv~ acts as a ~atalyst for movement, as 

women of Mira's generation gradually gain the,streng~h . and 

courage, through the st:~pport and acceptance o·~ other .. wom"en, · 
. . 

to · locate their faulty perceptions , and change their lives. 
• I , , 

f 
Feminism, __ in Mira .' 1? experience, has given ·her _l:icense-, for 

. .. 
the first time, to . look at ~erself released from . the 

I .. 
trappings of the role by which she . h~s . be~n taught' to define 

• .., I • 

her being. -Kar! finds fault with French's treatment of 

feminism because he~."wbmen · abdicate powe! in f~vor of 

personal peace; and yet acquisition of power-over themsel~es. 

is what they want" (Karl 427). K·arl · believes ~at French's 

view is t6o subje6tive, and that the novel, from' feminist 

perspective, -~~lvis nothing:. 
\. 

\ 

/. . . 
Wh~t Js iricredible · about s~ch novels is that their 
authors settle for so little !or their female 
prota.gonis'ts·. -Their' women) ·on~e fre~d of .som.e · of 
.their '·doom·, do not may~ out . into-. the larger- world 
afid use their ne~~ qiscovered power, the way 
th.eir au.thors have. ·o·n the contrary, they seek 
out . that small world-- the "~men's roam", in . 
another sense from French's ---'as a baven •. (Karl 
424) . . ' . 
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Here~~arl ~efers ~o the Mira who is self-exiled at the 

end of The Women's Room. Admitted~y, on the surface there 

appears•to-be no "satisfactory" resolution. · Mira has 

rerit-ojed herself fr-pm society, lives on the beach at Cape' 

~ . -Cod, and, by her own admission, is considered a mad_wo·man. 

She, .. too, ftasrejected marriage as an opti9n. ls this, too, 
. 

selfish and a sign of consuming i·ndepende nee? The 

circularity of. the text does seem -t9 indicate stasis: we 

find the same woman on the--peach . .'at the c -lose of the novel 

as .we did at tti'e beginning. · But is it the . same 'woman? The 

,narrator and heroine have· merged, _. showing that consciousness 

, .. : h.:as be~nJ>-reloca.t.ed a~d_.- · ex.ists i~ dif_ferent ·.space. The cl~se 
'• of the novel indical:es an .·active mind th~ is stili 

. ~ . . ' 
- I , 

_dissatisfied; still questioning, . and, ~n many ways, ··still 'ori 

self-qu~st. T~e lasi sentence of the novel, "But only the 

tid~ · r~lls in" l687} de~onstrates that, at this time, Mira's 

self-exa~in~tion has gone as far as it can go and t~at she 

has firial~y laid: he~ ghosts to resi~ . ~he says: " It is 
o I ) 'o ~ • 

. . ' 

over. It is time to begin something new, if I can find the · ( . . 
,.. .. . 

•• 1 ' ,' 

: ' 

:: ~ ... 

-~ · 

... . 
; . ~ ... 
· ·; . 
·;.~ \ .. : . .•.. 
., . 
~~: . '. . . 
........ 
~ .. '. . 

:• 

energy, if ·r can ~fi~d ' t~e he.art" '(G86}. Thus, the 

circul~rity of the t~xt ·is a metaphor for · the redisc~ver~ .., . \ . . . . . .. . .......:--. . 
. an·~ realignme~t of the fundamental self, a se_lf whi~h has 

been · di-vorced from and a~signed Value.,, py social~ imJ?OSitions. 
. , I . . . . . " .· 

L~ssing.'s The Summer Before the. Dark re(:eives. simiiar . -
. . . . I 

·cr-iticism for ·its ·: resolution·, . which . intolves Ka~•s _return 
' .· ._ . ' . . , . . 

1- -

' . · ' 

. ,• 

~--

• 

. ... 
'' , . • . 

'• 
. ·~ 

: . . 

~· 

.. 
., 

. : : ' 

,, 

•• •. : 

•• • j . . . 
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home to -her fami'ly ·after a summer ' alon~~ I'n ·fact, becau.s·e · ' · ·· 
ir:::_;. .. ·. ·\ · ~ · . . . ·: 
.. . . .. :'. 
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of its ending, this novel has been called a satire 

(~ederstrom 131-145J,Las the only physical sig(of , K~e's 
internal transfiguration is 'the wide band of g~~y in her 

. \. 
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hai~, wnich she refuses to dye. Kennard also objects to the 

use qf such an,image to denote Bildung: 
~ 

i. 

For :11 the feminist argu~ents against 9ismissing 
images as trivia~ because they are associated 
primarily wi.~women or women's lives, there is 
surely some iron~_involved in expressing Kate's 
new ' life through something symbolic o~ the ­
imprisoning domesticity of the old. the Summer 
Before the Dark, then, is finally "a ·confused 
statement", · confu~ed, in part at lea~t, · b~cause 
Lessing has n·o alternative yet · to some fo.rm of the 
two sui tors convent"ion. (Kennard. 161 t 

. ~--

( 

. . l . : " .· . ~ 
This analysis ~·s comp,letely . i~.plausible .bec,a~se . i~.;:;~ . 

.• . assumes that Kate B wn' s _ ~elf-que~~ is p~edicated on 'the 

two suitors conventi n, that is, that her husband and 

J.effrey Merton are the crucial variable-s · in her movement- to 

Bi l.dun9 .l !\1 th'ough they have integra~ significance in. her · 
-

self-reatization, their roles are somewhat peripheral to the 
. . 

~magnitude of the dream sequence . ~nd Kate•s · own _.intense ·self-

• .explorcttion •. Rather, their importance 1 ies in the heroine's · 

-. gradual awareness of the roles tha·t ,·~ as a woman, she is" 
• L·' • - • :: - -= 

,. . ... .. -
forced to re-:enact . daily, both in p·ubiic and private lit~. _ 

It is · fitting that Kat_e Brown returr)s .home .;ith. ·a 'wide· band 
( 

t 

of grey in her hair, ~s her reclamation of s~lf id not 
. . , 

. I 
expressed t9 strangers, but tci _the ~ery family w~ic~ has 

chosen to def~ne he-r by ' her roles as ~if~ and m<?ther. The . . 
. summer · ~efore the Dark 1 finally,~· ~s not .. . 

. ' ':--...._ 
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statement" (Spacks, 1972, 369"'f because as the na~tor's 

qeacription of Kate at the -t:~e_g-fnning of the novel was 
~ . 

throuyh obl_igu.e---reference .(as an attractive middle-aged 

----
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woman, a wife and mother) the description of the heroine at 

the close of the novel is as J<ate Brown, "illust-rating that 

Kate has. achieved Bildun~· 

While Bildung is the acknowledged goal of ~hese novels, 

its .. precise mean_ing is compl~x and problematic. Swales, 

however; explains that ,Bildung is " ••• a total growth 

·process·, · a c:Hffused Werden, - ?r becoming, involving-something 

. ~ore intangibl~ ~han ·t~e, a~quirem~rit of~ a finite number of 
-· , . 

less~ns" (S~les ~ l4). Thus, ·Bildung may be .seen as a . . , 
culmination ' of - i~tense experiences which l~ads the heroine 

I 

~to a heightenep sense of self. . , 

·ouplessis emp~asizes that traditional nineteenth-, ' 

century endings for heroines inq~uded-either marriage.or 
. . 

'death, and that it i4 the goal of twentieth-century womery 

' · writers to exp~nd t~e; options ~or women in ~ociety 
I 

(Duplessis 4). _Pratt argues -that the resolu·t _i .ons of 
I . , 

contemporary, female Bildungsromane are not "failures" 

because ot the isolatio~ - ~hich they involve; rather, that 

the heroine _· •iis radi_cally alienated by gender role norms 

from the --
negative 

vexy outset" (Pratt ·36), which· concurs with the - ., 
images of in/vis· i~ilit.y and spac~' already ~xamined. 

....... 

~n man~- ways, tpe cohtemporary f..._~al;e'_ . Bildun9sro~an is · . 
• , , , : • • I 

a novel 
. \ . . - . 

whicb accents the value of t~ih~ition, metam~rphosi~ 
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and mutability in the~life of the individual. The text 

- itself is a script of the growth process, an~ the resolut~on 

..... 

supports this claim. Friedan examines the course of the 
I 

heroine's journey in the female Bildunysroman -- from the 

removal from family, to errors in choice, and finally to the 

rejection crf love and marr'iage as .possible alternativeS'--

and concludes that: . 
Q . ~ 

The female literary figure who unsuccessfully 
traverses this path shatters upon realizing her. 
inability to break away~ those who do 9ucceed .m.ake 
choices which irreparably sever their bonds with 
f'he ·social structure and propel them into a~Iife 
without role ~6dels, a "conclusion" that is merely 
another step in the process of ·development. · 
(~riedan 306-307) ' 

I 

As the resolutions of -these novels, then, are steps i~ 
4 

the development of their protagonists, .they cannot be cited 

as "failures" because their endings have not yet been 
I 

written. -Duplessis compares the nineteenth-century romance 

plot ·and contemporary writing by" women and concludes that 

~odern works reject and subvert the choices available to the 

heroine while questioning the values of the system which 

such choices, and that these resolutions 

·ultimat y challenge ~he. st~sit and flnality of the text: 
. . ) .. ~ ' 

Wr~ting beyond the ending m~ans the transgressive 
invention. of narra.tive strategies, strategies that 

~ express critical di~sent from . domin~nt nar~ative. 
· T~ese tact._~cs, .among them reparenting, wom~n-~o-. 

woman and brother-to~sister bonds, and· forms of 
the communal protagonist, take issue wi.'th the ­
ma~nstays of ~he social ~nd · id~ologicdl · · 

· organizat~qn of ~end~r1 . as these. ~pp~ar in · · · 
fiction~ . · writing beyond. the eryding ••• produces a . 
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. . 
narr~tive that denies or reconstructs sedu~tive 
patterns of feeling that are culturally mandated, 
internal~policed, hegemonically poised. 
(Duplessl.s, 5) ·. 

I~ this way, as we have seen in the examina~ion of 
' 

127 

~~rrative and language, the resolut~ of contem~orary 

temale Bildungsromane are themselves transiti~ns, openings 
J 

i • '\._ 
w£,.ich ·allow toe next wave fOf choices to present .themselves. 

In Lives of Girls and women, the character of Del ' is traced 

~~orn _ c.hildhood-thfoough adolescence, u_n.~il the close o.f the 

novel when she prepares to move outward· into the larger 

wd_r ~d, · havtng ·~ucces·s.fu1ly rei~cted the stereotypes of 

gender. 1~e heroine of Lady Cradle comes to recognize the 

various schisms of self that she has c~nsciously 

·perpetrated, and, as she prepares to return to Canada, 
:9 •' 

renounces her multiple roles for · the essential self~ 

similarly, the close of Stefan's .Shedding focusse~ on the 

ch~r~cter of Cloe1 ·who is bathed in a light of self-love 
. . 

who attempts to reclaim power ·for ~men through the - . . 
decons-truction of language. Sh~ emphas_izes transit i on a·s 

the novel closes, . indicating that as her character.' s 

develop_ment has not ended, . neither has . the novel which casts '•. 

her - ~as its heroine'. Much of .the criticism wh.ich d~als with _, . 

the ~eso~ut~on$ of these - ~els f?cuss~ on the her~~ 
. . • . I) 

n~ goal as a primary indicator of the value of her ·· g r owt;h' 
. '\ . . 

proce~s. It···is th.e, grand f~_nale, if you ·will, to her .. 

:· :- fr::~; 
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as Karl advocates, it is her responsibility to move into , 
I 

that larger world and conquer it in some distinctiva way. 
-.--

The heroine, then,. is yiewed as representative of all women, 
{' 

and while this is inarguably true of Mira in .The Women's 

Room, the focus for any discussion of the Bildungsroman 

should be the protagonist's individual development. The 
0 

' heroine's journey to Bildung, wh~ch has been so difficult to 

achieve in terms- of the images examined here, and the 

attendant factors of her class and value in pa1:rlrarchal 

~Dciety, is ~perhaps the most herdic one of all" (Edwards 
~ 

49). The e~phasis on plot ai .an indic~tion of success ha~ 

aiso been addressed by Swales: 

' 
C~~pared with the major exemplars of ~ealisti~ 
fiction, the plot. of the Bildungsroman, o.f course, 
always . ten<)s -to feel somewhat feeble and half-­
hearted~ But in the context of its own narrative 
implication, the a~legiance tp story in t~e 
Bildungsroman, however tentative, is quite 
remarkable ••• · It allows the novel to concern 
itself with a definition of experience which 
precludes any simple sense of finality, of .!'over 
al)d done with". o·f course, the notion of a goal 

' still has a place within human affairs. Yet, 
Ultimately, the inean.ing of~ the growth 'process, of 
the Werden, is to be·found in the process itself, 
n.ot in any. goa1 ·whose attainment it D'lay make 
possible. The~rasping for clarity and losing it, 
the· alterati'on .of certa.inty of purpose· with a 
sense of t"he overriding randomness of living, 

I 
· these are seen to be the ver;y stuf..f.. of .human 
experience and such meaning and dis~ction as men 
[sic] a~e able to ~ttain~ ~he Bildun~sroman, 
then, is written fbr th• . sake 6f . thW JOUrney, and 
not for the sake of tbe ·happy ending toward which 
that journey points~ (Swales 33-34) 
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. 129 ... . 
Not only · are the heroines of .contemporary 

Bildungsromane in conflict with their societies, but, 
. . 

because of th' position of ~omen in the p~triarchy, they 

have been; con~itioned to alienation from their .essential 

.sel~es • . s~ales com~ents that "The obsiacles facing them 

h~ve to do with the terms and· parameters of human cognition" .. 
~ 

(Swales 165). The lack of closure in th~se ~ovels indicates 
'· 

.. 

that th'ere is no "ending" be.cause women's ·lives are still in 

transition and " that the choices available to the~ are_ .• ~-) 
stead~ly increasin91 while simultaneously emphasizing the · 

forces which have resulted in.$uch alienation. Irt th.is way, . 
) then, these re~olutions· exigt in a cont1nuum, a kind of 

extended dialogue in which the voices reverberate the· . . 
quality ~nd depth of women's experience • . ~y pla9ing 

empha-sis on ttre individual these authors ""portray their " . 

heroines searching out their own "satisfactory" conclusi<:ms. 

The imposition of criticism which denounces the 

con-temporary 

endedness of ..,... 
' 

female Bildungsroman becaus~ ~f. th~ open­

its· ~esolution ~nly ser~o reinfo~~e the 

premise that conventional standards and value judgement-s 
, -

must indeed be subverted and even violated for women to 
~ . 

ieach. Bildung. Once· the self has been reclai~ed as ~alid, 

only the world is left to conquer. . 
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Endnotes 
, . ' 

Chapter 1 

~ lThe. d ispa.r i ty of percept ion ·. betwe.en woman and 
\ociety is explored by Gornick and Mora·n. Gornick 
stresses . that this disparity 'is root~d in the . 
,?elf/Other d_ichotomy and that .because -of the pervasiv/· . 
social perception, a woman in"patri,rchal society is 

• "on~y ~oll"ect ion of· my.ths" . ( 8_.3) ·• . : · . 

. 2oavis c~mme~s thet women have been ali~nated . 
from" theii bo4~e~ in lfterature as well as in rea{ity 
and that-~enstruation has .long baen,considered · · 
forbidden- 'in· literature .•. Stefan demon.strates that· 
11 W~ i tiny' Off t.he ·Self II m~anS apprp,Pria'ti n~ the p0W.er tO . · ., 
both spe~k and feel . evety area of~w9man's experience. 

' + • . . · ... · 

... 
Chapter 2 • 

lsea Tuchma~ on the economic history 
spheres eor men and women,as ~he examines 
if!ipl:J.cations tnat such divisions ·_have ··for 
wom,6n'writers. , 

~ ' of separate· 
the 
contemporary 

2 
. . . ) 

For a distinctive 'interpre·t.ation of .,omen's 
perteption of a~d r~spons~ to pow~rlessness, see 
Janeway, who notes that· it '"has· he·en a· -constant and 
profound part of their lives, not· chosen but assigned" 
(326). . , 

3sail~y·s · discus'si~n of· the mascul~ne . image .. in 
"Lives of Girls and Women argues that the strongly 
emphasized dffferenc~~ in experience between men and 

'women in the. ·novel 'rather serves ~o · strengthen Del's 
androgynous nature ~nd foste~ her creativity ( 113). 

·. . 
4Nager ~d.Nel$on-Shu~man e&amin~ the variables 

which affect\ a woman ~ri public, froin body· language to 
~ctual h·ara._ss_m~nt, and" conclude th~t a . woman in pub! i~ 
1s, treated by men as though, she were . invading inviolate 
spac~ '(1.44-149) •• · , · 

Spar further reading on les'bietnism in both 
traditio~al and ~ontemporary l i terature, see Cook and 
Faderman. 
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Chapter 3 

lsee Ab·e 1 ( 1981), as she points out that such 
f~iendships and female bondings in contemporary women's 
novels are used mainly as a means·for "representing 
alternative female life choices" (414). 

' ' I ' ' 

2As·language has been culturally and historical!~ 
appropriated by men, women's experience has been 
largely male-defined. For (urther reading on the 
effects of language on woman's role in society, see 
La~off and Spender. ~ 
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