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Thi~ thesis examines hoW' Hugh Rood' s· short story 

lections are structured into a coherent unity. - Tutn~ng to 

any of Hood' s five c;ollections 1 one observes tha~ each sto-

, " ry ia both a commel)tary upon the .prevïous one, and an tici-

pative o~ the ,next. In each cOllec',tion, the unifying prin­

ciple is that an ongoing dialogue with the physical facts 

of this world illuminates 'its numinous nature: To under-

score this cancern, these colle~tions, are designed as dra-
" , 

ma,s of salvation that contrast attempts, and 'misattempts, 
, 

to èonfront the self, o.thers, and ultimately, the D.ïvine , 
, 

Host. The èffèct of thi-s arrangema,nt la that the reader is 
, 

guided throtÎgh the ordered steps that reveal how daily ~fe 

rehearses a universal" holy plan'!. For Hood, experience may 

be structure.d by discerning the divine h~rmonies that reso-

nate ,'throùgh it. The result 1s.a fict:ional universe in 

which Rood mixes the sacred wi th the profane, and in doing , ' 

so, infuses his own work with its own 'carefully crafted , 

order~ 
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\\ RésUM 

Cette ·-thèse examine l'organisa tien en uni té cohér.ente 

des recueils dOe nouvelles de Hugh Hood. Si l' on examin~ 

l'un quélconque des cinq recueils de Hood, l'on con'state 

que chaque nouvelle est un commentaire de ~a précédente et 

à l~ fois une anticipation de la suivante. Dans chaque"re­

cueil, le principe unificateur est qu'un dialogue constant 

ave~es faits physiques de cet univèrs illumine sa nature 

myst~rieuse • Pour Boul igner ce· fa i t, ses recueils sont 
1 

conçus comme des drames de saI ut qui mettent en contraste 

les tentatives, et les t~tatives ratées, de conf:conter le 
" 

moi, autrui, et enfin 1 'Hôté Divin. L'effet de cette 

-structuration est que le lecteur se laisse guider au. tra­

vers des ~tapes ordonnées qui -rév~len t comment la vie quo-

tidienne est une répéti t~on dt un ,plan bénit et universel. 

'pour Hood, l'ex~érience peut ~tre structurée par le discer-
. 

nement dès harmonies divines qui y résonnent. Il en résul-

, te un univers fictif dans lequel Heod allie le sacré et le 

profane, insufflant ainsi A son oeuvre son ordre astucieu­

sement façon'nlt._ 
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Since the publication of Flring a Red lUte irl=::l962, 

Hugh Hood' s work has been the source of controversy. Qver 

the past decade, cri tics have stressed the allegorical I:?a- ___.... ___ . 

sis of Hood's oeuvre,1 wlth its undertones of "Roman Catho-

lie theology, 1itur~, and morals."2 W. J. Keith has de­

scribed Hood as ncana,\.s md~t learned, most inte11actual 

writer ,n3 and hie work \has been noted for its network of 

allusions to Dante, Joyce Keats, Milton, ·Proust, Spenser, 

,Wo'I'dSwo~th, and the Bible. The many levels of meaning dis-

cerned beneath Rood' s long and short fiction seem to rein­

force Lawrence Mathews' observation that " ••• " no criti-

cal approach based on the expectations of a purely· mimetic 

rea1ism can come aqequately ta terms with his work .. "4 Yet, 

per~ps because of' Hoad' s 

sorne critics evaluate hie 

iam. In 1973, A. J. M. 

. 
sharply rendered canadi~~ eities, 

work within the contexte of real-

Smi th grouped Hood togethet:' with 
.' , 

Sinclair Ross, Hugh Garner, .Jack, Ludwig" Mordecai RichIer, 
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and Alice Munro for their realism.5 In 1976, Geoff Hancock 

s'imiIar1y included Hood in his list of writers who share a 

~realistic impulse."6 The resul t of these. opposed ap-

proaches, as Ke i th Garebian observes, ia that " 

Hood' s literary career i9 often treated' as if it were com'" 

posed of two uneven ha1ves--the fictive and the journalis­

tic." 1 

This d ivided trea t~ent of 80091 s work can be traced 

back to Robert ~ulford' s response to F~ying a Red Kite, 

Hood' s first collection of short stories. oescribing this 

collection as an "unI ikely b1ending of fiction and fact" 8 
, 

--an idea shared by many cr i tics9 --Ful ford cO,ntinued, in 

later crlticism,19. to" er,nphàsize that Hood'a skill is that 

of, a documentary writer. When Àround the Mountain: Scenes 
1 \ • ~ 

from Montreal Life '"appeared in 1967, the empnasis was again 

upon Hoodls inclination toward the journa~istic'. Few crit­

ics11 shared Vi'ctor'ia Hale' s opinion that the~e twe1 ve city 
. . 

scenes provide Ule 'a11égorica1 backdrop for the universal 

confl ict between salva tion and damna tion .12 Instead, this 

Montreal travelogue w'a~ generally treated as another in-
J 

stance of ~HoodlS documentary: impulse. 13 Hood's third c01-

lection~ The 'Fruit Man, the Meat Man & the Manager, pub-, 

A, lished in 1971, also recei,ved mixed reaction •. On one hand 1 

Kent Thompson po;nted to the collection 1 s allegorical mo(3e 

and moral concerns.14 Arguing along similar 1 ines, Keith 

Garebian ma,intained that- Fruit: Man "can be read as a series 

of panels about grac~ and penance.~15 In con trast, other 

vii 
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~ 
cri tics stressed the reg 10nal 

• -1 
focus of rnany of the s'to-

ries. 16 

Published in the~same year as Fruit Man" Hood's essay, 

"Sober Colouring: The Ontology of Super-Realism,'"17 im-

pelled many cri tics to align his documentary style with hls 
~ 

self-described status as', a "moral realist." For Robert 
( 

l, 

Lecker l ,this mean's that H'd"Od'\s intent la to provide evi-
;:, . 

dence of the sacral in the - secu1-ar ,by' ill umina ting the ar-
1 

, 1 • i, ' 

ticles of this world as comporents '\ of a - 9,ivine order .18 
\ . , 

Lecker considers thâ"t the innov~\:lve aspec'ts of Hood' s wor~ 
, ~ \ 

owe, '''therefore, to "his belief th\t the artist ca?l learn, 
\ 

,by contemplating the forms of the .diviJe in the daiIy, to 

connect objects and event's e'xistin~ in various. times and' 

~Iaces in such a way that a meaningful 'explanation of expe-

rience will emerge." 19 M~tthew Goderich, the protagonist 

of The New Age series, shows how this mode of perception 

works. Lecker suggests that he ls not simp1y preoccupled 

with "cataloguing people and things 1" but a1so with "cap-

turing • .". [them ] in such .... a way as to reveal thelr func­

tion in a cosmic, holy plan."20 
1 

For John Mill s 1 Hood 1 oS moral realism depends upo,n an 

"anagogic'al method. "21 As Mills explains, this type of 

perception involves "an abandonment of the mind to the har­

mony and radiance of objects in the physical world in arder 
• 

that the mi.nd be guided toward,s the transcenden t source of 

this,harmony and rad±ance,"namely God."22 In what ls per-
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haps the definitive, ,reading of "Flying a Red Kite,· Mills 

'. . 
. proposes that this story, where an ordinary setting pro-

..-' 

vidés a tired salesmant with his revelation of Grace, ia 

representative of Hood's' "anagogical method."23 Mills' a 

argument implies that this first' collection ls not an un-

settling mix of documentary and fiction, as Fulford main­
~ 

tains, but rather expressive of the ~ay Hood colours the 

" articles of thls world wi th intimations of the next. 

According to John Orange, Hoo-d' B moral v islon , makes 

his cartography different trom that of other Canadian "re--

gional writers."24 This ls becauae, he believes, H00<3''''8 
.. 

- catalogues O"É' dail y particulars are shaped wi th an eye to 

the uni versaI. As Orange argues, Hood "seems to be wri ting 

about Space and Time as concepts--as metaphysical entities 

rather than simpl y physical ones." 25 In this re'Spect, 

Orange finds Hood' s approach to reality similar to the 
" --~"".;q.... 

philosophy o~ Jacqu~s Maritain, the twentieth-century 

Christian hUJnanist. Both, he maintaitl§, stress that the 

noumenal must be discerned through the natural in arder to 

confront "God's presence in daily experience.'· For Hood, as 

" transforms .. for Mar i tain 1 Orange observes, n art 

'things' in o"rder to make a form divined in them shine.-"26 

While most'/'critics share W. H. New' s belief that Hood 

aims n for the effect of surface real i ty," which on examina-, 

tion yields "much deeper truths, "27 others aval ua te Hood' s .. 
work wi thin_ the con tex t" of realism. This is David La-

ix f 
./ 

f r , 
"1 

1 

., 

f 
1 

.... 

-"., 



.. -.;io 

1 
f ... , 

... ::: . 

" 

, " .1 
t , A!afII~ ..-_~_~ ___ ~_ k, ... __ ,~.,-"_,-__ > _____ ~._ .... ................ ......-.-n<"\!~~~~ __ """ ~ __ _ 

" 
\ -

/ t ' 

. " 
J 

-

,. 

. , 
tham ',s -approach ~to Dark Glasses, Hood' s fourth collection, 

published in 1978. In his op~nion, an absence of "intrin-

~.ic metaphors" reveals Flood' s "weakness as a story tell-
, . 

The result, Lat;ham argues, is that he "leaves him-- ' 

'self wide open 'to the charge fi,rst;:. made ten year,~ ago by 

Robert f~l-ford tha t his na,tural medi um ls journallsm ra ther 
.r-

thart fiction."29' In contrast, Barry Cameron maintains that .... 
- ,<l)ark Glasses is a "carèfull y crafted verbal structure" 

... ' JI 

that, like the rest of Hood's oeuvre, depends upon the cre 

",> ation '~f "types" or images of th~ Divine. 30 The epigraph-

--a quotation from Corinthians--alerts (us to the collecï 

tion's "moral
4

anecdotal mode," cameron.states. 31 
, 

lt is. a 

subtle indication of i ts "redemptive structure ," which 

moves "from an earthly, Dantean inferno or purgatorio to a 

comie vision of a life."32 t'lhereas Latham criticizes Dark 
-1 

Glasses for its absence o~ metaphor, Cameron points to the 

vay ita ~ motifs "of shadows, darkness, glass, light, and 

perception" highlight different modes of confronting expe~ 

rience .. 33 
, 

• 

Hood" s Most recent collection, None Genuine wi tHout 
'\ 

This Signature, a mell!e of contemperary signatur~s/. has 

also received mixed response. Victor Howard discusses how 
. 

Many of ,the stories are examinations of "popular cul-
.... "f 

ture."34 Simi!arly, l. M. Owen points td their na.tur~l . -
"figures of speech" drawn from "na t ural geograp'hy." 3 5 

~, ..... In 

contrast, W. J. Keith discerns a didactic impulse behind 
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None Genuine.36 He finds that Hood's manipulation of lan-

guage explores the way 'contemporary speech reveals o~ con-

ceals a scriptural source. A "religious viewpoint" con-

troIs the jar~on and slogans of this collection, Keith 

maintajns, as evidenced in the way Hood turns "even casttal 

expletives back to the religious meaning they originally 

defied."37 The effect ls that n • rel ig lous allusïons 

. in ordinary speech regain their prlatine impact. n 38 John 

Orange also finds a, theological echo in the way None Genu-

ine's commercial clichés expose how we have "displa~ed real 

religious val~j~.~39 

While criticsJc~ntinue ta d~spute whether Hoqd's work 
( 

should be . approached as fac,t or fiction--realism or alle-

gory--they do, howey'er, agree tt,at Hood is preoccupied w.lth 

their structural cohesion. Turning, to any of the five col­

lections, one observes that each story is botry a commentary 

~ upon .the' previous piece and anticip.~J;_ive of the next. 
, 

This, simply, is what is meant by structural cohesion, and 

critics often preface' their commenta by noting that the 
1 

/ 
shor}: story collection in questi~n is cohejently arranged 

" 

- with relation to a guiding themè. ~ 

Kent Thompson, for example, regarda Hood as one of the 

few writers in Canada who ia concerned wilth "the total i ty 

of a collection."40 Hood seès his collections "as an enti-

ty,· Thompson maintains, whj.ch have 'their eff,ect ft in sum 

and not in bits and pieces."4l W. J. Keith aiso observes 
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how Hood' s collections are coherently arranged. He finds 

that Hood' s stories "lose much by being extractéd and be-

lQng not only to the volume as a whole but ·aven to the· 

order wi thin the vol ume. "42 Barry Cameron suggests that 

Hood 's c:oncern with cohesion ls the formal expre~sion of 
,li.... ..., 

his moral vision, drawing an analogy between the way the 

artist shapes experience into a meaningful unit y and the 

act of Creation. 43 Similarly, Keith Garebian observes that 

the "moral force" behind Hood's oeuvre gains added signifi-

cance by i ta ft strong physical form," which sometim~s "be-

cornes agame, with numerologies."44 

Hood has al ways insisted tha t his collections compose 

a unified who1e--that each short story s,hould be treated\ 

1 ike "a c hapter of a novel." 45 As he explains" to J. R. 

(Tim) struthers: "A better kind of artist will articulate 
1 

every piece he does in rela tionship to everything he has 

done. "46 This is because, he states, " l have this 

Western idea that underlying everything there is sorne kind 

of intelligible and meaningful unity."47 And this unit y is 
.r» 

available,--he--ad~s, because n • the universe does make 

sense" and is intelligible because profound divit'le intelli-

gibili ty pervades it and a profound divine love pervades 

Hood' ~ beliéf in, and, as sorne cri tics note 1 his 

reproduction of, a formaI and di vine coherence, provides 

the answer to the two-decade controversy over the guiding 
, 

impulse behind h~s work. 
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For Hood, .experience may be ordered by 

divine harmonies that resonate through 'i t. 

lief that inspires him to search through the ordinary arti­

cles of daily life for evidence of thiè supreme order. The 

resul t is a fict ional universe in which Hood mixes t'he 

sac'red with the profane, and in doing 50, infuses his work 

with its own carefully crafl:e(f order. 
""" 

l t is impossible ~ 

then, to separate Hood's documentary impulse from his moral 

imagination--the cataloguer of social minutiae from the 

v isio~ary who shapes them in terms of a cosmic drama. As 

Hood suggests, the intrinsic patterns lmderlyi,ng; his col­

lections provide na kind of scaffolding for the imagina­

tion. "49 This stlldy shows how Hood structures each of his 
, 

fiye short story colle~tions into ~ coherent body to deI iv-

er a harmony expressive of his m~ral vision. 

Chapter One deais with Flying a Red Kite, Hood',s first 

major publication. It lS this collection that inspired the 

two-fac tion rivalry in Hood cri ticism. Robert 'FuI fo~d f-- who 

wou'ld lead the documentary approach to Hood' s W'orkt $purred 

the debate by describing the c,ollection as "an ,unlikely 

blend of fiction ~nd fact."50 .. , Its digressions into auto-
,1 ~ J ~ 

biography, and storifis con~er.ning artists who refle'ct upo~' 

their 'own work, provoked a .similar response from other 

critics who regarded ~lying a Red Kite as a seif-conscio~s-

ly hewn n portrai t of the artist as a young man J"~ 51 
~' 

F. w. 

Watt observed how Flying a Red Kite "dramatizes [Hood' sJ 
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breakthrough from amateur to serious artist."52 Similarly, 

M'ichael Hornyan~ky finds that the collection's effect ia 

that of "an Apprenticeship in progress behind the scenes, 

unobtrusi vely • • .' practi sing i ts skill." 53 In contrast, 

J. R. (Tim) Struthers pointed out the collectiQn' S Words­

worthian tone and concepts 1 54 while Keith Gareb ian55 and 

. .,. John Harding 56 resppnded to the Wordsworthian tenor of 

"Fallings from Us, Vanishings.~ ~n fact, had these cri tics 

integrated their readings that focus' upon, the collection' s 

, documentary form or Romantic concepts--fact or fiction, 

they would have approached the impulse behind Flylng a Red 

Kite. 

Thi~ chapter shows that the unifying principle of 

Rood's first collection ls that an ongoin9 dialogue with 
'. " 

tlie physical facts of this worl4i illuminates its numinous 
" 

nature. The result is the "revidionary reading Of Romanti-
r 

cism"57 that informs 'his oeuvre. :- Its accomplishment is the 

way it resolves the dichotomy between "down-to-earth real-
~. . 

ism" that focuses upon daily particulars and "dreamy Roman-
"r 

·ticism" that searches fÇ>r formal universals. To highIi9ht 

th . .J.s ,aesthetic~', Hood divides the collection into two parts, 

and they May be tabelled as his Old and New Testaments. 

The first five stories constitute the five "books" of 
i 

, Hood 1 s "Old Te:it~men~.1t They illustrate how traditional 
'<) 

"épots of time lF Wordsworthian Romanticism tends to dissolve 

.physicai reali ty in ~an excursion out of time. conversel y, 

xiv 
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the following section of Flying a Red Kite (stories six 

. through eleven) is Hood's "New Testament." Its purpose ls 

to ground traditional RomantiC1sm upon the Trinitarian con-", 

vietion that an intelligible unit y may be diseer,ned within 

experience by eataloguing the observable. 
, .", 

The red 1$.i te , 
, 

whose string joins earth and heaven, , embodies this synt~e~ 

ais. 

While Trinitarian" doctrine proposes that l1eavefl and 

earth are joined by~ virtue of the Inca~nation, itAis the 
~ . 

Romantic imagination' that envisages the 
'1 

noumenal in 
; 

the 

natural • C~apter Two explores how this search for heig~t~" 
~ , 

ened pereeptiop takes the form of twelve month-by-month ex-
, 

cursions arour:td the mountain, Montreal' s central and higl1-

est ~oi~t. Whèrea~ the red kite signifies th~ converse of 

heaven and earthj in Around the Mountain: Scenes f.rom Mont-

\ .> 

t ," 

real' Life, the èrucifix-topped Mount -Royal is the ,1focus for 

epiphany • 
. ' 

Critics, wit~ few exceptibns~58 regard this travel?9Ue -

a:;i proof of Bood' a inclination toward documen·tary. ThIs, 
j 1 

however 1 obscures Bood' s objeçtive which is to determine 

where fact and fiction converge--where the temporal city 
. 

. aligns i'tself with the timelesa Kingdom o-f Gpd. Seen in 

. (these terms, wa find that these city sketches provide th'e 
. ~ 

al.legorical backdrop for the' unlversal struggle between 

sàlvat:i:on and damnation. ~ccordingly, Hoodts Romantlc 

travellernÇ)t only describes his tre .. ks, through Montreal, 
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alive with recognizable" detai!, but also how the physical 

setting teflects his perception of himsel'f, of others', and 

ultimately, of man's position in the human mosaic. In this 

collection, then, landscape and mindscape fuse, and as Hood 

points out, " • the stories are calculated to how high 
>, 

'1 

up the mountain they are." 59 " 

The narrator' s twelve journeys toward illumination, 

with the mountain as his focus for epiphany, are divided 
'1 

into two eqv.al parts. ~he ascent stor-les (scenes one 

are '!characterized by hi~s movéme~t away from ,... . 

the:conflicting currents of city life. In the sixth story, '. 
" 

"'Looking Down From Above" '(the "holi$pt story," according 
.. f " 'n" 

;'to' oHood60), the narra,tor describes h"'is pilgrlmage up Mount 
-l" i .... 

Royal. Access to the suÎinfli t, wh'ere hea.ven. andt earth sym-
t ~ \ J 

, ... 
bol icall y . meet, i~.", paired wi t,n '! peig",.~ened perception. 

Thus, the narrator' s ;.rislon of a'" world fallen into turmoil 
-

<]ives way to a 'sense of." the worlod dropping away," and the 
"; "r 'I~ 1, 

~ 

revelation that ". • you could step in a" single stride 
Fl: . . • into the next." That these six excursions culminate 

. , 
wi th this ~ynthesis of ci ty and cosmos suggests a journey , 
toward salvatron. Intimations of immortality fade, howev-

er, when the narrator ls "compelled to leave his garden for 
, \ .... .. 

the city below. 

~ !n the 'ne~t half of Arou'nd the Mountaln, the narrator 

• '!noves down the mountain and toward the city' souter reach-

ThEJse 'descent 
, 
stories, marked by el., sense of loss, es. con-

f -' 

xvi 
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flict, and decay, suggest a return to the lower world, gov­

erned by time ana death. That in each of these scenes the 

narrator ia confronted with the city' a spectral images sug-

geats that his voyage to~ard salvation becomes a tracing of 
, 

the purgatorial "way. In the final story, the narrator 

travels to his point furthest from the ci~y. There, he is 

haunted by the image of a "lonel y black figure 'J" jabbing f) 

for ~ish beneath a frozen pond. While intimations of im-

mortality come from on high in .. Looking Down '·From ltbove," 

this vision of death and desolation ls the 
'. 

quotidian for 

llfe around the mountaln. 

Chapter Three examines .how The~Fruit Man, the Meat Man 

& the Manager demonstrates that ~he timeless unit y associ-
i 

oated with sacred communion may be experienced in the course ., 
of daily life. Guided ~y its epigraph,_the collection pro-
, " 

poses that "Human art and love ~re models of immortality." 

Thia suggests that, like worship, art and love are forms of , -., 

communication that un;fy the human body. 

these linking agents e'~tablish th,e totallty associatéd with 
, . 

communion within the fabr:ic of society. 

In terms of "human ar't," the collection shows how nar-;, 
: 

rati:ves synthesize diverse, timès, places, and peq~pectives 

into a coherent design. Wi~h this, the y" become models of 
, 

tn~ LÇ)goa and its scripture, which similarly create an un-,' 

deratanding of the human continuum. In terma of "human 

love, " participation in community 
; 

xvii 

ls the daily: sacrament 
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that makes this unit y an' Immediate reality. The collec'-

tion' s central quesëion 1 therefor~_1 is whether characters 

'strengthen the bonds 'of c.ommunity through art and love--
, "., 

script ure and sacrament. 

To underscore this concern 1 Hood structures this col-
~, 

lection of fifteen stories into five triad~1 with each tri-

ad sequenced upon the fuI f illmen t 1 neglec t, and corruption 
< 

of art and love by models of "saints," "solitarie,s," and 

"sinners. ft "personal communion, ft wri tes Hood, "is t·he very 

model of knowing: n6l In this collection l 'five trlads il-

lustrate the ordered steps that culminate with this revela-

tion. 

Whereas The Fruit -Man, 9 the Meat Man & the Manager 
j 

shows how moral action ia the counterpart of sacred commu-

nion, Chapter Four explores how Dark Glasses establ ishes 

its concomitant moral visio~. Like The Fruit Man, the Meat 

Man & the Manager, Dark Glasses ls arransed in relation to . 
~ 

its epigraph, her~ st. paul's instructions to the Corinthi-

> ans that "For now we see throug~ a glass ~arkly~ but then 

face ta face." As the epigraph suggests, characters are 

eval~uated upon their ability ta fulfil1 St. paul's in'voça- . 

tion to confrontations ~ith the self, 9thersl and ultimate-

ly, t,he Div'ine Host. " 

Just as Fruit Man ls triadi~aliy arranged 1 s~ are the , 

twelve staries of Oark Glasse~. ,Moving from moral dimness, 

to darkness, 
o 

to light, fout: triads examine the various 

r::1, • 

xviii 
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"dark gla~ses,· or inabthentic fra.mes 

\ 
\ 

for vision that 00-

"-
seure enlightenm~nt • In the first triad, chat'ac ers must 

come to.terms wlth an oppressive sociopolitical sys em. In 

the second, interpersonal r~les obscure authentic c nfron-

tation vith the self and others. Tne third triad examines 

how characters must penetrate the frame of corporeal exis-

tence to come ft face to face" with the immortal spirit with-
oJ 

in. The collection eoncludes as the fourth triad exploreQ 
..t 

'how vague theoret~~s are the dark glasses that cloud mate-: 
',. 

" rial reality. 
, , 

- ,Whereas 'park Glàsses Is structured upon the failure 
, ';. ( 

an~ fulf~llm~nt of moral enlightenment, Chapter Five shows 

, how 'None 'Geôulne Without This si2nature shifts the emphasis 

tô' an a':lthentie i.ty of, expression. In his latest collec-

tion ," HOQd 'ex~mines ,the sigrJatures' of our times found in 
. . 

commerce, apor,t.s, musi!=, ~nd BO· fqrth. As the ti tle sug-

gest~, thes'e twelv.e stori~s atteJnpt ta determine whether 
, . -

the raIes of contemporary ~ocie~y.permit genuine expression 

• of the self, :and in - doi'ng- sa, of the Real· pr~sence whose 

signature ia .impréssed up6n aloI. being. Hood' s blend of 
, , 

doc~mentary and fantas1 Js MOst evident in this collection, 

where "sec.ular· sc;:ri~ture" _ ancj "media folklore" met::ge. 

Whether the, protagoni'st is a sa~esman, writer, pol-ltician, 
1 • 

or promo ter , .his profession présuppos~s the ·sac'rament of 
, . 

ordination, with his "calIing"' devQted, ideally, to th~ 

works and' .praise of God,. '-

xix 
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Mo't'e often than not, this is not the' case 1 wi th" the 
t 

majority of the stories demonstrating ho\.( t:he icpns of a 

consumer society have replaced reli:gious'''values. This ia 

seen most notably in "Goq HaB Manifested Himself Unto Us as 

Canadian Tire," a sat:ir~ on the profane manifestation "of 

the Real Presence. A. O., the consumer who 9 lories in the 
\ 

Alpha and Omega of aIl material goods', embodies this' new' 

dispensation. Purchasing power ia A. O.' s idea of para-

dise, for as the title sugges'ts" God has mall.ifested himself 

- to him' as Canadian Tire: th~, mandala wi th a pr ice tag. In 

th,e ti tle story, the', salesman' s gospel that markets goods 

instead of God is another 'example of the displacement of 
" 

religious emblems.,. Along .with his curious band of disci-
, 

pIes, Harry Fe~ker m~kes'~ profit venture out of packaging-

an image of good'nèss in" a bottlé> of· sweet-smelling 

lotioJ')s. "For sure, it.'s pure,", is the sales pitch Harry 

directs to a publié that de'srres ta. nredisco_ver Eden,,." The 
, " 

, signa ture on the 'vials, . however 1 is - not genuine, 'and 
... \ \ ..... 

neither, we suspeqt, are th~ .symlJols "o'f ·pu~i·ty Harry, -sells. 
o • 

.. } "'1 , ... 

While the si~natures of our' time are revea-le~ to he a 
~ "'Q .. ~ ~ ~ _....b , 

collective sham, th~ collection is,pcinctuated:by ,e~iphanies 
- , 

ioto th'e genuine in every fourth story. In "Ghost,s at Jar-

ry," Mario 'and' his fellow baseball .fans 'are thé ".ghosts" of 
, , 

the deserted Jarry Park ~ho resurtect the spirit of 'commu-

nit y that once r~sided the're ~ In. the eigh~h stor'~ , "Gone 
~ 

Three ~ 'Da ys, Il a social worker seeks and ',finds salvation in 
0 
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rescaing a retarded boy, who t like Jesus, wande'ra in the 

wilderness for three days. "Doubles" concludès None Genu-
a 

ine' s final quartet "as the songwri ter orchestrates the' dou-

ble aspec,t of the human signature into a harmonie whole.: 
, . 

By synth'esizing vice and virtue 1 profane and sacred, he ~ 

discovers his - genuine mode o~ expression--and worship. 

"Music ia ,the best m'ediuni for me," he concludes. "In mu-
.' 

sic 1 in a song, you can freely mix vice and 'qliss. Bliss 

has a <better .sound." .This final line, surns up None Genuine, , 

. and we might adQ' the whole of Hood' s' oeuvre • While moral 

. exc~lr~nc~ is not' impeJ;:ative, Hood proposes that an excel­

lence of sens'ibility is'. " And this is· orte ttlat freely 

blend$. thë mortal signa tur.e wi th 'the lmmqrtal-:"the profane 

facts of this world with the divine harmonies ~hat resonate 

thr9u9 h them. 

ft . l have at ~ll times ;ndeavore~ to ~ook steadi-. . 
-î,Y at my subjects; l hope my gaze b'as helped to light:' them -

up " '. ~ 
Hood wi'i tes. 62 " 

. 
This study aims Hood 

, l.ight.s. up the signatures of out; age by mixing the documents 

,of man wi th th~ history of God., and in doi~g sa, infuses 

.his o~ work, with' a divinely-inspired' harmony., 

'.> 
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CHAPTER ONE 

, . ' 

':' 

,STRATEGIES FOR IMMORTAtITY: 

, 
"- -'. aOMANTlCISM REVISED IN FLYING· A RED KITB 

, (~I III 
')1, ,l' 

, 1 

When Hoo4'~ f~rst collection of short stories, Flyin2 

\ d 
. t. . 

-"a ... ~R_e __ K_l._t_e , appea red ln 
- \ 

what cri tics responded to 1962, 

Robert Fulford described as its nunlikely blending of fic­

tion and fact."l The co1lection's docu~e~tary impulse pro­

vided the focus for c~Xticisrn un~il 1978, when J. R. (Tim) 
'" 

~ ... ~._ .1-

, "', struthers noted i ts Wordsworthian "diction' and, conce~ts" 
. ' -.... 

' .. 
....... --... 

(he ci ted n'ré<!-ollection 1" "irnmortal i ty," ,"vanishing," and 
-
~....... ~ . 

"tranquillï ty" as con_sp.icuous' eXClrnpl~s, of i ts Romantic un-
o • 

dertone}':2, 'Five_yea'rs lflter., Keith Garebian observed how 
_ ..! t ~ 

, , 

FlljinS{ a Red J<i te mixes Wordsworthian con~epts wi th a fre­

.... qu~~.:t . ~;,i i ter~,1 .document~"~y" style .3, But while he acknow-

. \~dc;fea'~··~~è structural', cohe'sion of th-is collectidl1', he ne-
" 

g1ec!:~d' :,to explain how, .the~.e modes are, shaped in to a' rnean-
; 1 _.-

ing'ful unity.4 No c'ritic,·'in tact, has. answered Fulford'~ 

, que~tict~' .:~s 'tq ,whY,Hood has combined "this ~aterial in 'this ~ 
~. .- -- - . ... 

p'~rtléülar waYï'" 5" ~tatJiqg: tha.t, 1:;h'ë" docurnen ~a~y 'and. J'lords":,, " 
, \" . 

:' 
.. '1..;. ...... '.' 

i,' . 

. , -, r 

_.. '1 ~ ... 
J , 

, ' .. . . , 
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" worthian tones which divided cri tiC!al attention were de-

signed to express Romantic "excursions" with radically op-

posing consequences. In 1982, Anthony Harding's discussion 

• 
of Hood's connection to the Romantic movement provided an 

indirect cl ue toward the structural and thema tic cohesion 

of this collection. 6 While cri tics 0 ften maintain tha t 
.. 

Hood's work ia divided between its emphasis on documenting 
1 

the paztticulars of dail y life and 1 his Romantic preoccupa-

tion with p'I".inciples of universal cohesion, Harding pro-

. pôses that Hood' s objective Pc is to integrate these con-

cerns. Commenting upon Hood's The New Age series, Harding 

.~~ . 

\ argJ,leS that "Hoad has ,rejected this dichotomy between 

1 

.... 

, 
'dreamy' Romant'icism and 'down-to-earth realism' 

o 

[and] has claimed for himself and his readers th-e tradition 
" 'of 

of th~ central Engliah Romantic poets, 'and embarked upon a 

major revisionary reading of Romanticism. n7 

This chapter will show how this Romantic ··aesthetic 

.p,rovide~ the shaping principles behind Hood' s oeuvre."~ 

,"Through his dissertation on the structure of the Rornantic 

imag'ination,8 Hood evolved his own radical epistemology 1 

defined by Harding as his "reviaionary reading of Romanti-

cism."9 The achievement of this work ia the connection it,..,. 

- ""-
establishea between the epiatemology of Aristotle and St. 

Thomas and traditional theories of,' the Romantic imagina-

tion. It conc1udes by arguing, tha t Il .',. • the power of 

abs trac t ion . . . 

- r 

ia not a 'murderol.ls dissection of living 

, '-d 
1 
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beings:~on the contrary, it's an intimate penetration into 

their physical rea,lity." 10 Like Aristotle and st. Th0!R~' 

then, Hood bel i~ves that the world becomes intelligibie 

through the shaping imagination that addresses itself to 

thè ':., physical objectes, of the world, and f,inds' in them the 

signature of their Creator • lt -rsthis insistence upon an 

ongoing dialogue wi th physical 'reali ty that allows Hoo.d to 

\ resolve the dichotomy between ,"dreamy ~9manticisro" and 

"down-to-4arth" reali·sm. 
,> '1 , 

For Hood, however, Trinitarian theolog-y" particularly 
. 

as ~nterpreted by Coleridge, provides the ul tima te insur-.. 
ance tha t the 'world may be apprehended as a coherent uni-

. ' 
ty. ("[I]t's Coleridge," '-Heod states, "that l've modelled 

myself on: the very ~i,de range of reference without appar-
, 

ent connections on the stÎrface _which nenetheless will yield 

connection's, • 'and unities .. if you wait and allow them to 

appear. l would B,ay it' s Coleridge 1 s Trini tarianism 

that has supported me· more than anything eise in his 

. life."ll) As Heod explains, this is beC'ause " the 

necessit:ies of existence al;'e fulfilled and resol ved , 

(through the descent of the Incarnation]: body and soul, 
\ 

appearance and reality, permanence and change, being and 

,) ~ecoming, time and eternity bt:!come one."12 ~ (It' is this 

Ttinitari~n. synthesis of fl~~h and spirit, part~cular and 
, 

< 

universal, "that Lhas most infl.uenced" Hood' 8 Romantic aesthe-

tic. As he expla'ins in an interview with J. R. (Tiro) 
," 

i 
1 
1 

l 
1 
î 

1 

1 
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struthers: "I think.· bringing' together tt}e spiritual irltel-
, , 

ligence and the world of the senses and the world of the 
, . 

incarnate is the fundamenta1--1' task of any thinker 

which ls wha t l think Roman tic phi:losophy means by 
': 

the' . 
, , 

'concrete universal.'" 13 

Hood' s ~revislonary reading of Romanticism" is, there- ~ 

fore, achi~ved. by linking the Romantic or Nordsworthian 
.' 

search. for principle~ of universal cohesion to the Aristo-

telian, ,Thomistic, and ul tima tel y, Trin:i t~rian . ,. beHef that 

the .nujninous appears thraugh documenting the mânifest. 

This synthesis, in fact, is the re~so';,_ ~or F1yin2 a Red ," 

Kite' s co~bination of a "li teral • documentary" style and 

wordworthian diction and concepts':'''::or "fact and ficti9n." 

The 'objective of this \·c~nsoli.d·a:t:lon ls to check the ha,zard 

of "dreamy Ro~anticism" 

ahapes of things 

to "dissolve the hard, substantial 
t • ~. 

~ 

into an idealistic mish-mash."14 

, The "major accomplishment of this,· "revisèd" 'Version of Ro-

manticism, therefore, ls tha,t the excursi-on out of time ls 

grounded upon th~' Trini tarian. affirmation that an underly­

ing explanation of existenc~ can bé discovered within sè'n-
, \ 

sible reality. As Hood ~xplains, "[ t] he inner truth of the 

" incarna tian implies that we are now able 
. 
ta contemplate 

pure,being within the worl,d, Inside ourselves."15 

" 
In Flying a 'Red Ki té;'. Haod drama ti2es this revis~onary 

. 
reading of Romanticism.', Eleven stories exa"mine attempts 

"-

for moral"«. aesth~tic, or~ interpersonal enl ightenment, whose 

\ 
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success depends upon the ability of prptagonists to synthe­

size concrete and abstract, timely and timele~s, d~1ly and 

divine' • The opposing modes of perception' through which 

characters structure their experience illustrate the dual 

nature of Romantic sensibility.' On one hand, the imagina­

tion illuminates the ma terial 'Norld by connecting i ts ·parts 
, 

into an intelll i9 ible uni ty. (This form of perception ,is 

seen in "RecollectioQs of the Works Department," "After the 
.' 

.Sirens," and "Fl ying a Red \i te.") 

between the moral imag inatio~ ~nd 

without this dialogue 

the materia'l uni verse: 

characters are "stuck fast inside" a shadow-world,'Cç:,f ghos.t-

1y paradigms. ~ These take the form of, the vaporous myth, 

frozen images of lyrica1 beauty, the vanished structure of 

Empire, fatalistic es'chatology, sterile rationalism, and 

superstition. (This lS seen respectivel y in "Fall'ings from 

Us, Vanishings," "0 Happy Melodist!", "Silver Bugles, Cym-

bals, Golden sil ks, n .. Three -Hal ves of' a House," "He Just 

vdores HerI," , and "Nobody's Going Anywhere17.) The, former 

mode of vision, which opera tes on the premise that 

"[t]hings are full of visiona~y gleam," because "[t]he i1-

. luminatio~s in things are there, really and truly there in 

those things"II,l6 entails an act of faith that the Spirit is 

'indeed mani~ested in His creation, and of the p~rseverance 

to uncover it. "[G]ive me the ocular proof," A~thur Merlin 
, 

chides his beloved Gloria who will see pnly what exists in 

the present 1 "unless. l put my hapd in the wound, unless l 

, 

. \ 
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see tqe nails, l will not believe •• . - ., 
,~ 

Blessed _ .arè chey 

• ~ wHo have- not s'ee~ 'and yet bèlieve" (p. '9)., As Hoad . ~. ~ 

, , 

demon..s~ra tes in t,he tit'le, story, s"éeing' ls 'bf!liE';v'lng; for' 
... 1 ~ -

in 'part.icipating.' il1 the pumal1 dram,,:, w~ witness 'signs 'o'f 

the' Divine 'Host who directs it. 
, ' , 

The: red" ki te hovering ,over, the '~ollec't~on, i's ~n emblem 

of this merger between Divine Host an,d :mortal wi tneSS ,', and' 
, " , , 

a tribute to 'the imaginat.ion that seeks' to apprehend it. 
G 

"The,:r~de home be<;Jan badly,".,the ,title story beginsl set-
- ..... ' __ 1 • 

-ting the tone of ci fallen 1 èJÇhausted world. Fred Calve-rt; 
....... A , ... 1 

th~ stor'y' s protagonist,' returns homeward, "tireâ , " '''hot, "-', 
, " ~ .. ! 

.. and "ditrty." 
~ l' • ... .. 

Hê waits for his bus by a ~grimy yellow-and-

b1ack bus stop" {p. 176}, unt}l it,waddles up ~~ike'an i~~ 

,decent old cow" (p~ .17,6), an,d stops t'Iwit~ an eKpirin~ rriOO~ 

(p. 176) • with his "characteristic, waaJ;;:Y. put-upon sigh," _. " 
.,.. '. 

Fred real~zes this i~ the Mrong bus and queues up un~e~ ~~~ 

othèr. sign, his fru~tra~ion heigh'tening' in the" summer, dfJst­

and heat" (p. 177). 

The bus ride on,ly aggrava tes' his malaise. 'An' alcoho-

" 
lie prie;t, ',who cavort;s in a aimian display, proc'laims tn~ 

• 0 

salvation and rf!surrection of the s~irit "a sham" as they. 

pass the Notre Dame de Neiges ceme.tery. ~ [T] hey~ re ih 
~ , . . 

~ there for good,W he saya. Overcast by ,the priest 1 s cyni-

cism and his own self,:"doubts (he ';a~ a failure ,at boyhood 
1 

sports' ànd suspects himsel f ,to be similarl y inept at ki te- , , 
, \ 

f:lying), Frec;] embar~s nonetheless upon a pilgr~magé with', 
" 

'his daughtér up the mountain.' There they ~ntend t~ fl~ the 

" 
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~, .. 
new red ki te , .... wh'pse cross'piece, Fred notices." makes i t a 

Î . 

·"natl.Jral sym8ol.'" On. his tbird attempt (~oréshadowing im-
~. 

minent signa "of Grace), Fred aucceeds and- the ki t~. s~ara. 
~ .... ~ ~ 1 ., •• 

'.,.", ~ !I ~ 

N?W a "living thin's," J:he kite buma Fred's fingerS. as" it, 
\ 't ~ 1\ .,"'''' "'l. ... l-

, ). rI .: "" _ 1 tI.I" 

cl il}lba ~ higner. Aa the ki te hQvers above the cemët~ry ~ in . 
• _ .... ,' -- 'l ~ 1"'1,,' r '~ 

.J c- '" ~ ..... 

,dazzling~ sunlight, Fredfs slilirit similarly aoars' heaven-
'~ ~1 : 1 .f." r 

'1a:rds.. Hia "'Passion haa produced an epiphanyr of the Spiri t: 
! . / 

the~kite ia a red flame, t~at, lik~ the 'Pentacost&l fire, 
'. p ,,... ... 

'manffeats itself "to :~re~,. "·00l!bt-',:ia. repla.ced by fàit;h, }ex-7 
f ''"'' ~ 1 ~ , 

haus'tion by a ,vision of li~e 'both here and in the h~reaf-
y t 

: ... , 
t,ér: ,"He thoug,ht of the prie~t aaying it',s ~ll. a .s~àm, and , . 
~e knew al~ at once that t,he prieat was wrong",' (p. 188): 

" ..... \...'! e ... ~ 1 • 1 

At the story' a oonclusioll, father and daugrrter./. kneel in the 

'dust, the 
J 

profane " setting now 
... 

illuminated by aigns~ of 
l, -... ./ )-

1he red raspberry j uice triClkl ing down hi s daugQ-,. 
ter' s "chin (the c9unterpart of the >'airborne red kitel7 ) 1 

-\, 

togeth,r with her singsong of the gingerbread man (holy wà~ 
"'f .,.... "1 

f'~r) , "compose the,. natur~l "E?charist they -perforrn in. thanks~ 
, 

. ." 
glv~ng • 

1 • 
; This story exempl ifies how Hood links the Romantic or 

'" 
\'lordworthian 

~ ~ 

aearch for underlying unit y to the "Trinit~riar{ 
,,- "i, • 

~asettion of 
,..', j , 

the a~gna~e v'alue,J of \<this world. Fred envi-s-

age~- that' heaven and eatth are joined t~r6u9h t:he' ki te' 
1 

s'tring. f It ia the ,Trinitârian assertion that the ,articles 

of th.ia world are numiflous that renderé this real"i ty. 
. 

-It 

ls . the Romantic, o'r connective, power of' imagi.n.ati(~)fi that 
.{ '. 

perceivea it. 
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AlI 'other stor~.es. are _ measure<:l against this ,gin thetic • 
, . 

vision, or '"nioral' iaj?9ina.tion,~ that jobla par.t:l;.cular' ,t.o 
• 1 . ~ . 

uni,versal, . profan'e .to ,sacred. Ta . addi tionaily. underscore . 
~ - ~ 1 j. 

, 

RoJnanti- ' his 
, - ,. . 

careful~ y-arranged "re,v·isiona:ry readip9 r of 
1 _ 

cism 1 ~ - .HO.~d_'_~~yides 'Flying a Red, Kite into two sections 
1.. ~ • .... ..... 

(orig inally 6f five· stories -ea~ until the additi'on of "The 
p .. ,. -fIl - , 10 ' ~ 

~ 'f ... J • '" 

End of It" u~on th~' publisher·s réquest H3 ). The f,j.rst five.-' 
, • 't • ~ .,... , • 

.. stories èompose',the tivè· n'Books". Q'f, H~od'.s ,"Old' T.esrtà-;-
.. 1 0 _ .. 1 1 

'. .. : . 
men t. " .Thé Y ex pl'o re whe the r _ the :imag'i.n,a tio.n can ill um~na te 

, , 

.the n:tanifè~~' accordi'19 t~ 'words~~rtliiàn "spots c>t ,time"' Ro­

mantic ism.: In this séc:ti'on, èhara'ç ters· are evaiuated .u·p~h . 

their- abil i by to ~yn tne-s.lze· rhe . wh~ie ' f~eld : of- ~ is'ion--
" 

~, aynàmlc ,~ni ty ~ wi,t'hout .. 
.f -1 

past,.' pl!'esent,. and ' fqt~re~ .... i'nto 
\ - . 

sacrificing - the presè!lt"., concrete ce'ality, ~n the in.t7gr~-

tion. 

Kite"' 1 

This' section 

co'nvers~l~1 'com~ose,. ·,H?Od'~. "N~W Te~~ain,ent .• " J , 
is'devoted ~o,~he Trinit~rian'~ff{~m~tion tha~ ) 

, . , . / 
.. l' .' -

, the, ima,gination can discove-r arr nÙlte.lligi't;>le-.,ari~ m~aning- " 
, 

" 
. , 

fuI u~ity" withln experience.'''by. fa'ithf~lly catal'ogui.rig, the 
" '''', 

.. ~ } • l, \ ~ 

manifeste - 'Charac'tersi t~erefor,e" are evaluëJ,ted ,uJ?on ·tne.i~ 

faith. and persè,verarice t;o ~ealize -the ,fuIt, po>tenl:ia~ o~ ~h~ 
, , . 

I?rèse.nt in which 1;he'y ~e ,f.irmly 'situ.ate~ •. The ,i~'te'ntibn 
, . , 

behind . thia str.uc1;ural rscaffold'ing is no~ to ,disct:edit 

traditional' RQmanti~i~m •. '(Hood ,firmiy, b~lie~'es thab- th~, 

Rorn.ah.tic imaginatio'n m'ai di~'éover: ~ ~Qhere~t .expl~nation o,f . 
.. t ~ _ ' " , ... .. , , 

experi~nce.. ~I don' t think that. ,the Romanth:: movément 
/ . ' 

l , 

·1 

r 

1 • 

, -

.. , 

. -

. ,. 

, '! 
, 1 

. ·1 
1 
1 

J 
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" 
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failed,;" he maintains, ." l think ;;e '-re 'st~ll in the middle 1[ 
ri' t. 1 / r , : ' 

Ra):her, i G underscores ijood 'LS iconv lction tha t 
J \ 1 1 

prine,iples of: 'universal cohesion ma.y be' disc;overed 
"f, 1 \ t 

f ~ ( -t-

... 
within 

• t, 

, \ the manifest, ,las ,demoristta~ted ini th~ "t:itie s,!l~ry. . . 

. " 

" -, • '" ,,\; l ~ 

. The·' uni/yihg intention of the :~irst. sectib.,n of tl].e, 
'4" " • .. 

collect.ion (as stàted, Hood' s "Old Tèsta-meri~t" to traditlo:n-
... 1., J ~ 

al "spots ~f time" ~omantlicism) is' tQ "exorc.i:se" the R011Jan-
• > ~ 

tic tendency to diàsolv~ the concrete through,. a flight 9ut 
f \ "'" ~... \ _.., ~ 

, of
l 

timè. To do so, these f irst f.iv.e stôries eontrast "tw~ 
, , . ' 

modes T of terri'poral excU$sions. qn one hand, .the imaginaÙon 

", 

~ . 
, r 

_connécts past tones and text\,lres to' the present, and in do-
O' \\.. r- -' ~ 

ing so/ situetes the:"manifest world within ah ithtelligible 
~ ..... . . 

corvtinuum. ("l'his i~ se en in! .... s,~~ver' :Bugles, -Cymbals', Gold-;-' 
o -". J 

en Sil ka" and "Recollec tions ·of. the 'Worka, :Department,. ft) 'On 

'. 
the other han~, the manife~t ia 'lost to a, one-way fli9~t 

out of Ume. (This rs seen' in "Fal:l ing s' from ·Us., Vé3:ni:sh-
\ 

"0 Rappy ,Melodistl·" , 'and "~hree Halves of a , 
: 

Houée p " ) In tt1.ie c.ase i Hood tiaes the' motif ôf' "gl:losts," 
f. 

and!' the concept of "possession ,," to 'unde'rscore this mode of , 
, 1 

'Romant;c perception th'at, erases sensible re.ali'ty. In 
~ v ~ ~ 

"'Fall:.ings from Us., vanfslHngs,1I for example, ,Merlin com-" ~ _ . \ . 

; ,mllne.s >'Wtith. his "host of, 'sp,iri.ts"; 
\ ' 

Il Golden, girls) long, dead, 
. ' , 

, 

" " and 'o~hers unbo'rn'" (p: 17}.' S!rttilarly, .in "? Ha~py Melo-' 
, , . 

,.' ~di,-st.l,'''," Alexandra"'s ~.yric,al exultat·ion transforma the liv-
. , 

i'ng into apparition; . o.f froz~n beauty. 
1 

And in .. Thre~ 

Hàlv~s ·of. 

~ 1 ~ , , 
fi HQus'e,'n the title .hou~e ls "pos.sessed"·by Ellie 

r ' , '. 

, . 
, , , , 

.' 
• 1 , ' , 

! • 

/' : 

-.. _,,.----,_-..--~~-.:..­.. ''''''---'1, ... ' --~-"""'-_"""'"!.:'IIK~$;t ___ - ___ f:" --------
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past and those about to 
\. 

" be. .' , 
1 

,. The, first two sitories,:" Fa1,iings 
\, 

from Us,' Vanis"hings" 
, 

~nq "0 ,'Hàppy Melodi'atl" l ,concern t'Wo protagoni~ts who ar~, 
... ~. J 

"possessed'n by this lattér' mode of Romantic vision that de-
I ~ ~ ~,. '" ... 'S ... , , . 
nies' tihe ,R';al 'pr~sen'ce -embedded in- th~ manilfest. .. In the 

ô~e~i~à :tory,' "~~11ir19'~ :f~O~ Us, Var:tiS~ingS'" Ar~hur Mei:":' 

.,: lin, "'~istorian, b~i~d~r 'of ·aré~iV.e~," 'is i-nv01V~d i~ a~n 
\ 

Arthuri~n q~est, fèr 'immor~a1ity ... - To pr,ev.en,t the mom~nt 
. , 
,~ .. 1 1 ~ 

f~om'· Jf fa~1j:qgs t'r?n1 u~"-'-van.ishiJj.g--:-hè performs fiis v'ersion 
x • , 
'\ ... ~ l'· ~ .. 

l'9ag'~c."' By c.onn.ecting t'he senSUOUSt pul,sing of' Mer1inesque 
l ' 

, . 
present ,( Merlin,' ironiéal1y.,,· i's the circulation ~ edi tQr of 

• • ~ r' l,. , . ~ 

P~lsë méjlgaz ine) :to. 'i t,s' t)istpr ic~l an,tecedents, he' rende,rs 

i t aréhety~ic~l,:' thû~r 'i'mmortal. As An'thon,y Ha'r.ding ex-
~ c , " " 

plaina, ' H,cod creat.es thïs character who 
,. !... 1 

ls ~preoc~upied, . 

with, becoming at· th~','expertse of b~in~, ·with.':history,and 
'10... ... , • ' ~ ~ • 

proces,s. at , th,~ ex>pense' o~ im~gina~ion, and' qui.dditas, ~ i~ 
~ .' . . , 

',drder .. to, exorcis~ ,[ther • _ ,pa.s t":ob~essed , -. .. ~ , ' 
regressive 

" 

" 

',. 

tendency,I,n .. ~ '" Romant;iq±sm;"20 
- } 

Un'W,illing to c~nsummate 't~e .conunun,lon h~ seeks in .the-

.. 

" 

, . 

matet'ial ,",orld ~ l1.er~i~ W'ould simila~l y translate h.is· belov/,', , 

. ' 

, . .. 

~ T, .. ~ 

ed'Gloria intto'his mYthic. vocabularYl"' "You're the heiress 

of 1 every ~a'st be~~ty," he teils h~r; "everything you do tà' 

·fixed ,by ,the .tradl:'ti:on, ~nd < tha.t' s W'hat makes, you a beau-
. , 

t:y.'· Your inheri~anca", (-p. 1'6) ,. ',' G10ri~! ho,:,èv'~r, will not 

be' dislsolved into an .interchangeable abstraètion. She will,. 

. ' . 
\ 

.. 

> ' .. }"*''' i 10 •• 

- i 

.' 1 
• 1 

, -i 

1 

. " 

" 



[ 

" 

, . 

. ,. 

, , 
" , • Cl '. 

, ' 

.' Il 
" 

not, as Hood writes i,n Trust:..ing tne 'Tale', be s~bsumed into 
- " 

"the interminable sea of ,myt:h in' which nôthJng ,can. be a~ 
'.." ~ , \' ,~, '~ 

, -

prehended as' of final" reating 'aignlf icanc~, [."tliat] puta 
, . 

off presence,.' de fers actua·lity ... 21 

tells him, "you ',re a 9host-,ridden maI), .. you' re a horrorf 
~ \.-" 1 ; 

••• l don't know where y-pu ,get to when you' di~appear in- " 

aide youro5elf', but you ,won' t come out, oh, you,' 11 'nèver 

come out! n (p. 17). Gloria 'is. ~or.~ect' ,in he'r evaliJattàn," 
, 

for Merlin wi,ll,o 'remain, thé sol i tary master of his shadow' 
, 

- , 
warld~ .. l' d , ra ther be 10nel y 1 Than happy w1 th somebody' 

1 

. new 1 n ls 'hia r~frain which 'appropria tel y 'conel ude,a 'the 

story. wl:ti~e he io5 left- "stà,nding _ alane in'a sandy ',J?1a~e";' 
, 

(P. i 7) • 

By 'refusing ta ackriowledge the material warld as the 
, . 
_. • f 

signed, 'éverlastiog· ttib,ute to i ta Creator, Arthûr Merl in 
• ~ ... ! .' \ 

for'fei ts' the Grai~' Qf Sternal Lif,e. Ac~Ordirig ta Chri'st,ian' 

-. legend ~ 'Adam lèf,t the grail in Eclen before th~ Fall, ta be 
• 1 l • 

re,trieve,d' by' a' Redeèmer who, would tran~fo'r!", the, po~tlal?sa-: 

rian' world' i~to an earthly Parad:Lse .22 . :Instead, Merlin.' s. 

,failut'e to discov'er, ,the~ wholeness' of 'th~ .manifest w6rld 
~. .... . 

.. tprough. phy'sic~l' ao'd emotional' ;,communion leave,s him alohe 

in hi's Il sandy," sterile wasteland.· Compare' this, ta the 
.& 1 • t 

, , 
," aah,barrel:s," "traah heaps/n'~nd ~ "dirt road," (p'. 1.86){ 

'which '.are the physical' f~cts 'transformed inte> the 'setting , , , . , 
" . 

for 'communion in "Flying ~ Red ~ite.H T~is underacores the 

~oll'ection' s theÉs'is that the Romantic i~aginatio.n, when 
. ~. 

, , 

.' 

" 
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combined' : wi th the Trin! tar'ian 'conviction of" the nultrin-cius 

nature Cl'f this world , cormect,s ,time1y ta timeless'- daily ta 

divl,né •• 
, ! 

,"s hhè Keàts~aÎl tit'le suggests, Hood con~inues h:rs 
l 

, " 

~ap'p,y M~l'~~is~,t. If. .... '" Thi:s, :Stèry is the, companion 1;0 .. Fal! ing~ 

from Us, Vanishings," 'for it's protagonist, Alexandra Ell i:'" 

cott, the pro~uct o'f Merli'n' s . idealization. 
• . - l, J' , 

As. the 

~éelebri:~yt s ,cel:~bri ty, n Alex~nà.ra, l'tas beer} t~ans'~uted i~ 1:;0 
~ .! 1 ... ... • "'-, ' 

"a 'pùre' mare .~i~t.i?t:'": ~he :is art ethere~l ima~e of 'inhuman 
).. "i 

~~rfe~~ibn lik~ ~he lifele~s figur~s on,Keat~'s urn. While 
, t>.' 

Merl in' ~akes' everyt,~li:ng 'rel'a!tive, te;>' a mythic, ty'pè 1 ~ Alexan:'-
,,'" .. " l, • " ~ , .... 

,dlia (.note' the ::s~milari ty ,qf her' n~me t,o Alexandpia 1 • p-~nna­

~l'e 'of ,Cla~sic;al 'Greèc~--her ;'Jister' a,; n?I!l'e ia Hel'em)," as 
i 

'. thàt ' Ideal ' t:ype" ia 'relativè to rio one. "[A] !Î'0n~lith of . , . ~ ; , . 
. : insïdeness,( ,tt she' acc:epts' "tribute~tt fro.m he,: devot'ees for 

. ~hom. communion .wi th her woul.d be' "'sheer He,aven", but i.mpos-
. 

. , 
ta have anybody 
~, , '. . 

This "holy'of 
. " 

holies" ( p. 2-l) .. 
, " ',1 

therefore,l' ~n inve~sion-' of ,the ~ H.91y' Sp'i[:i~ that. rewards 

'devotion with.s~gn~'of Grace, a~ se,~ in ~h~'title stori. 
• ~ ,~r ~ 01 ... .. ~ - • 

Not only has JÜexandrâ beÉm' démateriali~ed i-nto a sym-
J \ ~ ~ • , " t 

. , pol of ;ethèr~a.~ p,erfe,ctiorf (s'he, i~ so ",in" .,he lS '," i~'Vis;i-
, , 

, " 'ble") l '. bu't ahè also tr/9,nslate,s l 'everyt~ing she' sees i~to - , 
" : ,~ 

simil'ar ~gh'ostly'n. t~rm:'il~ .- The 'ëhildren y/ho play" in t:he 
, '-

, ' 
for exa~plé 1 prov'ide her" wi th ft t:he. 'spectacle that . . park, 

, , 

, t 

-. 
, , 

. ' .' 
" ' ... 1 

... 

- , 
j 
" i' 
1 

" j' 
, , 
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i 

, . 
r 

• 1 
1 
! 



( 

.'" . 

• < 

( 

.. , -. J • 

,'. 

\. , 

13 
J 

pleases her more' thàn anytbing in the 'world~, (~. - 39): This 

'. 
/ ' 

:tone and dic'tion' bettJeen., the ';ol1owing., passage' and 'th'e 'èp'i-
~ .. 1 • L ~ lt 

" 'graph c},rd' SUbs~q~ent, portion 'from' rie. 'la " M'ê\.re ~ ~ "The C,hil-
- '. 

. . ': dren 'of star~.," The epigrap-ll 'ls ta~en 'fr,om 'this poem cdri-
- 1 .~ ~"., J 

'" 

'-. 

~. ,t . -. 

\ .. 

. ' 
' .. 

" 

..' -<. .rt 

cerning the -ghoS't-children who" haunt, the mansion o'f Stare, : 
~ -. ~ l 

f ' J .... • .. " 1 ~' r Jo' ~ #-

to alert us to the ide a ttlat 'AleX'andra' s lyridal" exùl tàtion . ~ 
" 

would· fix the living into stiil-life; n" : • e' 
1 .. ... ~ 

chirldre'n ~loa t to' t.he .ten~h f,loor and ,: sw'i~ 'in 
~- . ~" , ' .. 

. . 
the shouts of . ,' .... 

her ears, the 

frail ·frol ICi Iim?s,."of t.h~'. ~hil.dh~en - tin'y ,ten floors dO,wn,' 
i • .... 

tender and new· in the ~a-z~n 't'p. i·2~' ·empha~is. add,ed):' 

''fhèlr ,froiic bodies' gen.t:l~· as; 
Pl~ke~ in tha air that,pass, 
F'rail às the ',' twiri 4.ng peta1'-

,From the" qriars of' ,the 'woÇld~ ,. 
. , 

. ., . 
, . . 

.. , 

"' .. 

Yet sport they on in· .. spri".9~s attire,,; . 
Each, wi th his tint" tire .... . , -
,Blown' to a 'core.o ardour (emph.i;lsis· a9ded ) 23 

~ . ' " 
- l '," 

, . 

~ust' a.s· Merlin's 'ar~"etypeà ar"e' his sole comp~nions in his 

shadow ;"'o!='ld l, A1ex'andr~ tran~fot:m4s -the' livin<;J ,into a~pari-:, 
'.. ~.... 4 • - • . , 

tions ~f frozen', thus 'permanent, beauty to join tiér in lier 
, : ~ , .... 

, , 

deadly ,"'cold pâstoral.w-· yike .Merlin; toO", she exchanges '< 
, ,. - ~ ... 

the Real 
, 

Presence " , déferreg" • for ~ the abyss 0 f -che 

• 
acted-out unr-eachable which haunts mythe n 24 ... '\ . 

(Critic::s,'with'fe\o1~xceptiQns, co~'md this s-tory as 

.JIdull p-arody," "not placed," and "factitious."25 

tone, however / was putposefull y desj.gned to dramatize th.e 
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~ 

world-denial inhe~ent to the Romantic excursion when not· 
" . 

secured, no ph'yslcal re,alfty. Bad cri tIcs placeq thls storv _'~ 
• " • ';' ~ j-

-, .' 
wi thin the con text ôf the' colÏection as à· whole, they would" 

have discovered, therefore, that it is a' negative ,'example 

of Hood' s undèrlylng _.aesthetic principles that Inform the, 
l' 

,collection. ' Thus the juxtaposition of thfs ,ethereal ~ar;-

rath:e style and ghostly Roman.tic, "godd~ss":-~perforce ~nbt 
, ~ 

plaééd" "7-wi th; 
1 '. 

almost tangible three-gimensional, , the 

" dbcumentary memoirs that follow.) 
t "J " 

~Silver Bugles, Cynibals, ~Golden Silks" and "Recollec-
~ ~ 

tions of. the Works D~partment"· are the p~ired excursions 
J r ~ J 

into tne unified:," spots of timè" of' a single conscious-

:, '. nes~~', '1;n ,t~ëse staries, the author' s Romantic sensibility 
. . -

" ',coun~e.ra'Cts .tl:le oexctlrsions out of til'lle as seen in the pre-
" . 

,.tioua two ·sto,ries.. They demonstI;'ate that a vision ôf per-
, 

manénçe' can be. ~chïe'ved, the moment preven ted from "~'a}l-

ing~ froll' ·us",,:,,-v~n.ràhing, 'without transmuting the 
• • r, •• '. _ ~ .' i.. ' .. 

material . . , 
'wo"rld into Pla tonie id,eals, nor into static images 
..' '. J ..' 

c;>f l yri-

,c~l b'eauty. Inste~d ,,' the'· ':larr~ tive" i;nagina tion. synthesizes 
• .. 1 ". 

'the wh?le"field of vi~i?n--pâst' ahd pre~en~, perman'ence and 
- " \ ' 

'change., pr.ivat~ and 'public 'èxperience--into a.timeless con-
, . 

tin'llum.- While cr,it:ic~'have respo~ded-- to.'thé :"l~teral.'docu-
(~ ~; 

( , 

mentary" stylé of these nar.ratl'ives, th,ey,faiied' fo' discern 
" 

_ the Wordsworthian impui~e 'behin9 l,t'. 
.. ' 

For the. ~orpswort?ian 
1 

imagination is not satisfied ~ith trâ·nscri.çir1g alolie, , but 

r,\thèr insists, upon 
~ , 

,. 
the 'connec tien 0 f obj e-ets, ana events 

, ' 

l'. .. ' 

l' 
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'ries--:-iSt' 'therefore'; to demon:3tr~te' ,that P y",,,·f al t.hful l y cat-, 
~,~r~.. "'.-.-~' ," 'q:'" 

'''aloguing ,the detai! s of -everyday .l-i fe,. ',the " co n'centra ting 
.. _.. 1 "'" ~ ..:: • 

eyè'; "'~nt~ri'dr/ex~teri~r" ,~~ïl: 'per~ "'Ile: its 'connecti,ons with 
~ .. "" ... ~ :'1 "l''-' • 

~ ~'l', ..!. '-, 

ft an almo'st intolerablè ';'signi-f' ance .. 1'27 
,t.t • ~ ...... ' • ~ 

, ,;..~, ,,' sp~nning the, y,ears from 19~4; t~ " 19'57, " -theaE; pa:ir.ed 
, " 

_ 't ... 

i).arrâti-ves trace the con tempor.:!neb'Üs ·I ites de passage of 
" '\. ~::..' . \ ~ 

0" the narrator and the nation to -·which 'he is t1ntt~d t!hro\lgh 
>1,_ 

its microeosmiè'representatives-~the Oakland Boys Band and 
- .... Ç'o , < ~.!.'. 

1_ " fo.' 

the Toronto Publie .. Works. Thus', John Harding' s··ob~e.rvation 
..... f .. ":._ .. \ ~ , ,~ - 1.. r; _ l 

that Hood has revi talized Il the 'favour i te . Roman~.:Î;c al.l.é!lo9'Y 

betwee'n the personal development ,of t-he indrv~dual, and",~the 

historical 
,-
the in' ,..;T_h .... e_ ... N_e_w..;;....-;.;A""'9:...;.e . state" 28 development of 

, .' 
series is equally applicable to these e~rl:·i.ér ,.Qramà;s·· ~f 'iri~ 

.... /.; .(' J • 

· 'H:iation. 

tion from pre- to post-war, from eoJ.onial :~~entar1.- ty to in':' . ~ " 

dependence.~ political ,.-isolati.o.nism .to :<membership 
~-

and 

the global eommunity. This " proeess is 
~ 

-",.-

through the narrator's own pro~ression from the sheltered 

~ ~'~~~bili ty of childhood and 
~. ·-'i..· ... 

\~ ~ .. 
the ~~tho,r'~_ta~Jan' ''hier~~chy' ~f .. .,. , ~ 

'. , 

..' 

" .. .. !,~ 

. " 

" . 

". .' 

'.; 

' ... ;" 

~hé Bugle Band, 
~ , ~ r 

to the 'ex'pande.d <.adul t";' sphere and pa.rticipa- ~ :-

tion' ln 
:'1,.:' • 

t~~ urban democ>racy embodled in ,vthe Depat"'tment of", - .~ ~~~ 

Publ ie Works. Like The frel ude 1 

"0 'J' 

" ,' .... 

therefore, these narra-

,." 

"", 

.. ....... 

'''" 

, 1 

". l 

Ir ' 

-'. 1 
) 

-'1 
1 

1 
~". ~ •• ,.~_~ __ u l 1 .,~ ?' ~J~ J ... ", t _ 

li ~ ___ ~ ___ "_" __ .~,..:..._:_~_. -:---.---.:,_ .... _. ,_. , .~~ 
,- - . . ....... ~ - ' 
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tives C-t'eatè à·-lI portrait of a~ co~psc iou$'ness resol ve<3 to éWf'-
",. 

similate ïts sur~oundings "a'J a fully "consçious expr-ession 
'f"" ')} ~'" h'\ 

of the uni9~eiose 1 ...a~" the locus of a whole li fe" (this is 
.. . 1";. ,i~ & .. 

, Roger. 'Shattuck' s v~rsion df woras\-,orth' ~ accolllPl''ishrnent in . 
The prelude and is appl ied by Hard~ng' to The New Age se­
.~ 

ries). 29~ In "J1efore the 'Flood 1" Hood describes Uiej so'cial 
~ -

• and -..pol.itical,fppositions that shaped his -aware~e.ss 

w~ith the natio~ that grew to maturity mh him: .. 
or .. 

The medals of the British'I. like their uni-
"forms ..... bespoke an" utter self-assurance,' an 
imperial righteousness that appealed" at once to 
my uncertain adolescent e.~otio{ls. "". l mean 
the hier~tic 1 li turg ica1, defined, coded, ranked 
precis,ion of 1 ine. • • • 

., Getting into'my teens l could find this com­
plex system of ritual distinctions everywhere in 
life and literature. l began to suspect 
that ~here wa~ something about these systematic 

j,' divisi'ons of society into 0 formaI groups that was 
perhaps not in tune . wj. th modern pol i tical 
fhqught 1 not p"erfectl y d4l!rnocra tic in tendent!y, 
far from socialist. l learned a more en1ightened 
politics ••• but never mastere'd new emblems, 50 

that radical political convictions in my own rea­
son everywhe~e run counter to 'much earlier, deep~ 
er a1legiances which are rootedly conservative. 
" ••• A Catholic psychology, caste-ridden, infan­
tile • • • the reverse of anarchie • • • monarch­
ic 1 hungry for • • • order • • • ha.ving nothing 
to do' wi th how we live now, al though aIl around 
us in the schoole. l absorbed with rapture out 
of the old saved world, the notion,of an epic cy­
cle which would begin in innocence and end ••• -

:where? In the fall of 1947 l went to university 
and the ~lood began. 30 

along 

As he would la ter do in expanded form in The Swing _ in , 
~ 

the Garden 1 Bqod shapes these oppositions' iJ?-to a miniature 
, 

"epic cycle" that describes this passage from" innocence to 
ç. ~ 
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experience, from mo~archy-dêpel1dence to self-dominion •. By 
• 

lntegratirig the conflicting dynamics of the pre- and post-

war er,~s, Hood affirms tha t the imag ination' s dispovery of 
\0 J. ' 

;'an "underlying and intell igible uni ty" redeems- experirnae , 
, 

from an ontological "fall" into division; discontinuity, 
.. ' 

",~ and confusion. As Robert Lecker states il) hi's es,.say on The 
~ , 

Swing in the Garden, "[b] Y uni ting 'opposi tes, the artist 

can -create ,a form which" is both timely and timeless. "31 
" 

"Silver Bugles, Cymbal~, Golden Silks" begins with the 

narrator still a member of th_e "warm intimate world of 

post-babyhood defin~'d, Py the length of one' s block" (p. 

40) • ~eaving 
.. ... \ 

ho"!,: for the first time (not having entered 

school yet), he embarks for a summe~ camp that is run by na 
"'~.. .. 

religious community of men, teaching ,Brothers" (p. 40). It . 
ls significantly on Dominion Day that h~ is introduced to 

th~ Oakd-ale Boys Band (also superv i~ed by the re,1 ig i'ous or:' 
.' 

gan~zation). ' This grouJ( joins' t.he secular and sacred 

spheres of its society by herald'ing aIl significant religi-

ous and ciVil functions. 
, 

witnessing- its'formal ceremonies, 

the narrator receives his ft tirst ~faint intimations" of its 
.' . 

hierati,c 'sëructure.'.' .( This may allude to 'Wordsworth' s "Ode 
. 

to Immortal'ity," suggesting thélt the narrator' s "intima-, 

' .. tions" are of a prelapsarian uni ty and order .32) "For ex-

ample, " 
.. , , 

he wri tes, ""the two. Bandmasters were of slightly 

unequal rank. Mr. James ~as Drum-Major, and Mr. Thompson 

was merely sergeant-Ma~or, and the former's gold was shini-
. . 
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er and less brassy. 
t 

There didn' t seem to be any an in'lo s'i ty 

or competition between them" (p. 44). The onalaught of iQ":' .. 
~ ter"nationa1 ft animosi ty and co~peti tion" will, however, 

• 
d'hal1enge.,. the ~ense of permanenc;~ and stability created by 

the band's cle~rly defined order. 

For the moment, 
} 

t.ime stands still as the na,rrator ex-
4- '!" , 

',c~anges one pastoral-, insular world for another. In 1938, 
..".. .~ 

a year before the wa~, he enters Oakdale', a pri v..ate high 

school''''in a park in the cen,ter '(sic] of the city.'"33 

"[o]n one Qf the first of a series of tenoer sleepy fall 
.. 

·d~ys, hard1Y,faii at aIl, the soft ~old end of september" 

(p. 45r, the ten-year-old auditions for the band and is ac-
, . \ ' 

~epted. Like the quiet.lyricism ot this passage, this so-

ciety still sl~eps despite intimations of the interryat~onal 
, . 

"fall" into wor1d war. In counterpowt to:Canada, soon en-, 
tering the global community as a potent, Independent force, 

the band relies on traditional tunes, ~borrowed from British 

army manuals or the reper~oi~es of other 'bands.' New 
" 1 , 

bugles,'., also Briti'sh imports:,_ cannot accommoda,te a Canad~an 

"sound,. ft _ "You couldn' t. reaii y play a tune on the bugles, 

even 'the marvellous new 
1 T • ./ 

ones--there just wasn't [sic] 

• 
enough notes to go around" (p. 53), the 'narrator explains~ 

• 
Significantly, "There' Il Always Be an ~nglan,d" and "Gad 

Save t'he King" are their representative t~nes at the 1939 

New Y9rk Wor1d' s Fair. These are successfu11y executed, 

but "~nrthing'" more recondi te taxed our.musicality exce's-, 

fi tl 'AH 
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.. 
sively" (p. 53), 'the narrator ad'mits. Their rend,i t'ion of 

the American na tiona1 anthem 1 further cul turally removed, 
1 ~" ) 

is ,disast,rous. ~Th'is suggests th,Çlt t~eir mediocrity stems 

not from technica1 ineptitude, but rather, from fail ing 'to 

in~roduce their ovn arrangements. 

~ As the war continues, breaking and revising national 
. .J ' 

and, international, boundarie::f, and with Lt the sense of a 
l' , 

stable, ordered world, toe band pers"ists in. i ts trad i tional~ 
. 

routines~ ~ Mr. Thompson, n notes the narra tor, n vas not 1 
, . , . 

you must' unqerstand, a man given to the frivolous àdoption 

of novelties for their o~n sake. . .. rf anything he erred 

in the dIrection <if conservatism and in the end it undid 
, 1 

him" (p. 54). Tovard the end of the var, ~owever, he ·did 

make certain concessions to moderni ty." These are the 
", .. , 

"bugle bells," another borrowed idea, this time from an 

American'magazine. Unlike, the bugles, these instruments 

are 'locally made 1 but': they contain a "" fatal fla";'." The 

bars are made of ~he wrong sort of metal, and as a result 
, 

" •. they gave the correct sequence of notes, but.; only 

very softly, having neither ring nor resonanae. You 

couldn t t hear them evenwhen' the"y played solo· (p. 55) • 

The feeb1e, almost indistinct sound produced by the local 

product ~s suggestive of an, adolescent Canada, and an ado­

lescent narrator, in search of a mat~re voiee, independent 
\ r 

from the parental Empire., 

, 
i \ . 
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The 
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". " . 

narrator notices tha t . as 'a 

. , " , . . 

," 

~esul t: . of th'e, ~at", 

the complexion of t~é Ba~d. al ter~8 (drastical,IYi 

somewhat llndermining it as '~â institution". (p. 55).. Th~ 

older genèration of bandmémbers" n:!any kill~d" and the~ rest', 
" . 

1. 

sobered by the war exper~ence--.t;-;h-ey .")oTa"nt .nothing . te>' QO 

with bugles and drums"--are replqeed by the narrator's geft­

eration' of ,bandsmen. Neither h~~ing, nor desir,i~g,_··t.ies 
t \ .. _ .. 1 _ ~.. • ., , 

~ith British Army traditions, they wish'to ~step up' • . , 

[the] marehing pace from the eonserv~'7i vè Bri tish step~ 

ijowever, "Mr. Thompson wouldn' t hear of i tU (p.' 56), de"",: 

spite a 'sense that the "oldet order was passing' away. ~ 

Their quest for self-definition ia additionally imp'eded ,by' 

the eontagious degenera'tion of their model-mona~chy'. 

the war eone,ludes 1 ending wi th i t the aseenq'ancy of 

AB 
~ 

the 
. ' 

Bri tish Empire, the band ia, marked by a' similar' 1 decl il)e. 
\ 

.- Reorganized by Mr. Thompson in.to aeparate s'actions, i t c.an-

nGt ereate a harmonie co~~sion of thelr' owrt.' As the aarra-

tor explains, the individual segments "so~nded crazily in-' 

coherent as though 'vie had our signaIs cros'sed and were 

playing two quib~: different ma.rches at,-the sam,e ",~ime. 
\ 

, 
For 

some reason,' the harmonies simply wQuldn't blend into a 

meaningful wnole" (pp. 58-59). !he impression of "crossed 

signaIs" that produce' the effect of "twQ q~ite diff~rent 
'1-

marches" playing simultaneously suggests ~he band/s ~nab~l-

ity to syntl1.esize atability and innovation, the "for~ality 

of Empire, and the flexiqilit:.y;of democracy. Th'e band, 

, " .' 
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l ' .therl!for~, li~e' lts cou_ntry, falters toward,a new form of 
jo l .;:. 

expre~sio~ • 
, . 

',c~l, f~~,r..n that 'did_n', t exist" r (P.: 59). 
~ ,....... ~ 

. , 
tre narrator explains. , '. 

1· , . 
,'.,' ,'Like his'<: country, the narrator' meves out into' the ,~ 

" " i' ~ ,.:. 1 
'w<>:rl~'by' ~tn.e war's conclusion. 

• 1 .. ~ 

l , , 

tn ~947, he. eneers univer-
, . ... ~ . \ 

\,' ',', s~ ~Y':.': l t~ f:ooÇl 'of kn6wle,dge,'; or experi'ence' (:-ecall Heod,' ~, ' . 
'., - \ '\ ~ 

" co'mmént:'\"In th~ fal~ qf 19'47 t \,Ten,t to ü~iversity ~nd, the 
t \ .'. • ... \ ~.. 1"" ~ 

flood .. b~gan"34), 
\. ,'_~' 1 

end:i:ng his with the 
. 

I:?and. tjith the' de::struction of 'the band' s reg'imental. .an9 
, . 

rhythm~ç: ,cohesiort-:-the ;march orÇiers space,I the' me tre, stt::.ué-
'" ... ,. , 

"tu,res" t'i~,e'-~~h'e .'~at!'rat~r leav~s the high sC'h0c;>l,. set ". in a 

park' in' the center 
, .-

, . 
[sic] of the ëity,' Il 'for the world at 
l' , 1 ~. . , 

·.~~rg.~ •. tllformation of the band's dis,integrqtJ:on threatens' 

.:the, r narrator' s memories' 'of it as an emb'lem Qf stabil ity. . . ..... ' ... ' 

" Req).liring new forms to exp.r'e~~ a' chan<jed society, .the' pub'- ' 
1 # \.. J ... ~, J 

~ 

, 
" 

',lie is no l'onger' intere~ted in its outdated pageantrY. 'A,_', 

'''.pal-ace rivalry" begins between- Mr: T'hompson,and the ar.oth-
• 1 ~ ~.. -

e,rs 1 who insist that i t must "I:;>reak new- ground. n' Mr. ' 

Thom"pson, unable to implement nëw forms '. lS expelled: .".bas~ 

tard trumpets"' 'are i~troduced: go~d capes '-are l\eplaced, by . ,-, 
shoddy, ~ppare,l • "Nothing endures~ (p, '61) 1 c:oncl u?es thé, 

narrator. The band, the Old order, a,s he, rem~mberà Ù:,. has 

vanished<.~ He imagines Mr. Thompson "si'ttint;J ïtnpass'ive" and . - , 
• • .. 1 

"innocen tl y" _ in the "~h~ng i~g . 1 19ht"; impassiv~ _ and ,il"1no-:-
, " . ' 

cent of the fall iqt~ t1me and c~a~ge, t~i~,tiltimat~~y pn~ 
. . 

doing him and his band. W1th ténder.affecti?n~ the'narr~-< 

" 

" 
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. tor- .recalls "ppst glories ~ things that 'are ùtte~ly" lvan ... 
~ , ,\.r '0 1 l ~ 

1 • \ ~'~. 

ished" (p, ,62 )'. As th~ ~-" summer darknèss", hides thJ riew 
, '. <,~..'" J 

,world, hè' im'a.g inès''- he' 'si ts ,'beside his bel,o~ed . bandle~der , , 

.~ho Kad initiated him into ~he ~itual~,bf the once~stibl~, 
.' '. < 't 

• 
. hieratic structure. , .' 

1 

1 • "RecoH.ec~t~ons of -the .Wqrks Dé.pactinEm't", movés to'·.the-
.. 

.. ... , ... ~ 

spring, summer, ,and 'autumn ,of '195'4 ,and 1953,. wi th thè nar- , 
~ .. .. " "J ... ...' ... 

rato<"s init1,àtfon i~to the 'urbc!n t~3k forqe., AS' not~d/; 
th,e previous' story describes' an orgàniza~ion' wh;se strac::, 

, , r 
l ,( '\ : ~ , 

tural rïg idi ti prevents àuthe"ntic expressio;" of a -ch'àng ing 
• • 1 .. • , \ C • ~ .. -: _" ',",.. " 1 .. 1 

society. Bere l 'iQ' contrast 1 the na'rrator' uses the work de'-
, • 1 lit -

. -... . 
Il partment 1 s e,xamplè of a clearl y-defined, order toward ma'!n-:- < 

. . 
taining t,he ci ty ,aS. a diversi"fied, yet qohex;:ent, ~ni ty. He 

. , 

achieyes this .by constructing ànd -r,ep,a'iriI\g its network of 
. 

transportation- and, communication. se' worka al terna tely as 
\ , , , 

J , ' 

à road repair . ,worker;, a. safety~man signall il1g road con-
& ' -

structidn to passing. vehicles, ~ a repairer of sidewal'ks, a 
-' . , 

'memb.er o! an· emergency sewe-r-flood servièe, . , . and a pa'inter 
" , .. .. 1 • _ 

of lamp-po,st' numbers; f' ~he 'detailed ,descr ~ption of 

tasks does not satisfyon a do~umentary.level alone~ 

:.1> 
.th~se< 

operations,' significantly i'e'-la'ted' to 'Comm~l),ication, .. \. \' ~ 

• J 
1.n 

, 1 

fact, are express,ive of Hood's, ,"re'vi'sionary reading of Ro-, 

rnanticism" that maièltains th~t 'th~ough close' attention to' , ' 

the physical objects of. this wc,;rld, the, 'imagina t'ion can 
1 

'connect them into a:coherent unit y: , 

'. 
tating fts m6ther {Ilonarchy or neigh6dur Republic,' 'this u'r-', 

.. \ ... , 
l ' t , 

.. " 

. ' 
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i, 
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b~n comm~nity, i~ an ·independent.,· progressive collective. 

Its uniq).le ,identi.ty--it:a, geography, folkways, the task 
, t ' 

. " fo~'ce ' t<hël. t'· maint~in~ i ~,' é\nd i ts ,ft ci tyese" iang';1age--.at;"e 
, ' . . 

doculOente~ . by I the , narrator' in- his urban' odyssey. Thus, 
- - . 

. , while ,the narrato~ reiies, 'upon anot,her natidn'..s tûne,' or 
~ ... ~ f ~. ~ J • i • 

:~V'fOr:mS of. expression, in the'pçevious ~téryi here he dlscav-

ers; and ~escribe,s; tho,se' of ,his' own '!1atlon.' This narra­

.' tlve ~ , thereforè, expre'sses an: aes,thetic voyage ,of d~scove-
. , ' 

ry~ à~\well as ,a social, political, and geographical onè • 
- '. , ,',' tI/(7 

The progression of the narrat~r and nat~on from de~en~ . 
dence upon the authori tarian Empi~e and Bugle Band to 

: self-defihition, and" from the insular, pastoral milif!!\.1. ~o 

the expansive,' urban e'nvir~nmen t carr ies arfagogical as veil ': . 
·as politfc~l undërtones. • The temporal voyage (rom pre- to , '. , 
post~war of ,both narrator and nation ls an~logo-us to the 

biblical passage from prelapsarran to postlapsarfan tim~' • .. 
.< 

· -ThuSI the narra t,ives I:?egin in' a pré-war, pre-fall ~tate Ot, 

innoée~ce, with the band and narrator 'èmbodying a conserva~ 

t1ve, colonialistic Canada, that stops time in attempt to 
1 • 

, -' 

resist exile from the Imperial Fath,er. The narratives- 'pro­

~ .'gress to a ,post-~ar, after-the-fall awareness of ahan~e an~ 
. 

the necessity to integrate- a divided world. ; The coinciding 

spatial movement ia from enclosure with!n the pastoral.Gar­

den (first the summer camp, then the hlgh school set in a 

.. park in the center [sic l-. .;:-Of the cl ty~) to mot,ion upon the, 

ci ty st:r;eets. Accordingly, "Recolle~tions~'of the' Works 

.. 
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Departme'n..t" .concerntjJ th'e ci t1y dwellers l' coll,e~ti.ve effor.ts· 
o' . 

~ ~.. ~ 

to restruet;ure their world fallen into time and coz:.:ro.siort., . , ' 

The narràtor'ï for 'example, appl~ies .,," temp<Drary patçhes" to 
: 1 .. ~ 1 ",. 

,. streetEf ,"whère, damage .)d b~e~ repo:t~~ ~,y the pa~;-,~l~~~ or:" '. 

a'èitizen n
' (p. ,68). (This, action coincides with \";hat.Hard-

\ 1 T "' ... 

... { -. l' .( .. 

,ing <'define~ as the Canadian inher,i~ance' of the "Romarttic-. 

wordswort'hian .' . 
, 

inheritance 
" 

of reIoca,ting a,: qislocated. 
- 1 ,,. • , • t ' <~ ~ • 

wo/rid. "35) This restoration ls par-all.,eled by the narrative 
, ... ~ ~ .. ~~ ~ ... • .. 1- '\ • 

'action, ;or by synth,esizing pO,les '~f experience int.ô an )n .... 

~el·lt'gible con~inu~m" ~ime fs tra";~fo'r~;d from t,hè measure-
, . 

ment of things l~st int~ .the mat~'i~ of' thei.r ~econ$truc-' 
...., ,'" 1 , 
tion. the, progression of, t'hese. . , stér.fi~ ·.',c~~llen:e~ 

of Romance. Frye 

Thus, 
, f , 

Northrop Frye' s tradi tional def,:i,ni tion 
.. 

maintains . that- the passage from innocence tb 
, , - ex.p,erienc:e 

J 

f '-'," 

,creates an' .irre~onci1àblè ,dich~tomy l'betweel,l two \forlds '-

one' abo';'é the ,ordinàry level, of ,~xperience, the o,ther below 
. - . 

'J;'~Et_ "up,per -world," as he, def~,nes J: t, . ls . ~n ·".idyl~ ie, " 

wor-1d" of~" spring ~nd' summer:1 f'lowers' and ~unshi,ne,,, -th,at,' 

bélongs to :"c~i1dflood or 3ln 'inn~cent' or px:;,e'~genita1 peri-

od pf'youth. n37 With time, however, its ~h~ppinessl secù~ 
- ~ 

rit y and peacê n ar~ r~plaC!ed by thè _"lower.' world."~8 , This, . ~,- ~ 

Frye -maintaihs, is "the. :demonic .~r ni9ht. wdt:.:1d" ~, it .offers -':, 

"exei ting adventurés, but ad1{entures' whic'h j.,n"ol~e sépara;" , '. 

~ion" ,10ne1 i~~ss, hpmil iation, I;1ain and the ~hreat of mo'.i::'e 
~ , ' ~ \ 

pain.! 1f 39. As Hood demonstrates 'in these .two .,stories,', the \ 

imagination can redeem experienc~ from' an. onto!og.ical fatl, 

, -

" 
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l , 

. into' discC!ntinu'ity ,by connecting 'upper and lower, pre-- and 
1 • ' . . , 

'"' pos~lé!Psa.rian . worlds'" into a single" dy~amlc 

":',, Thus/' ~h:Ùe', thi's narr~ti ve 'pair cl'imaxes. wi-th 
, , 

the'ntall" 
\. " ~ 

,into national 'arid 'global division, 
. '. 
it conclud'es' ','ith -the' 

.' 
Acco7~ingl y,' the ~en of' th~ Works Depar'tmen,t, incl uà- . 

: ., ':J • 1 .. 1 

, \ . " 

; ing tlhe _ na'rrator 1 experience no sense 'of, àn9st over' a çhao-

" . , 

~ _ • ".." ,~. .,. f - ~ '''' , 

,tic'" d'iyiÇfed',W:drid~ Instead, by ~a~'nta,ining the.'city a~ a 
, ,- ., 

-f':ln~i:ioning uni ty" .they are, ~l1alogues. of the 'artist, who' 

structures the rii~ ter.ials o.f his 'world ïnto an in tell ig ible 
, . , ' 

One road' man, fdr example, position~ a shovel 

",artifftièal~y" : a concre'te' 
, 

,1 . , 

~~culpti~~~ ~is materiàl. Th~ on~y men. w.h,O experie,n~e the_ 

lo~el ine'ss Fr,ye s'p'eaks ~f, are' those' sépara ted from this 

f6r~ard-ïoQ'kï~g commu~it,y",by th~ir ve'~ti,gial/' puthoritari,arl.' 
.. ~ " ~ . \ ~ 

... - . ~ 

roles. ,These 'are 17he' police,. ~ho long for ~~he .disc~pl1(1~-
, , -

rian soc ial' e~forç~mè~t: of their' nat,ive england, ',and tliè' 
\ ... " . , 

'gan9,-bos~es' who 
. r 

p'ri,v.ilege~ 'shàre '" thei,r rank, its and, its' , ...... 
loneliness" ( p~ 73) • Othe-rwise, thé atmosphere o,n,' th'è 

'. 1 

,ga~gs ls no, less. "i,dYll ic~ 'tha!'l' tha't' o,t 'the ft uppë'r' world", 

Frye d~àé::ripesl for their', fraternity, resto;-es its, sarne· 

." h~appiness-, s~c~rl t~ a~d Ii?eac~ ~ ~40 ' ' . 
l , 

Thé- narra tor , who moves from one ~comfor.table âli i-, 

anc'e" to ar;tother .within the wor~.s ?epartm1ent i recalls "one 

of ~he:fines~ afternoons of my ~ife; (~. 75~_ This ls when 
, . 

• l , 

) 

he is in-troduced to "a custÇ>rn haÎlowed by ages"--the , , 
com- . Î 
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# F-" 1 -, , 

" -, 
" , " \ 1 

., pànionable, W~d~e~d~; afte~n~o,~s' of the work, fo~ce 'spent 

" 

in, 
J ' , \,' 

• ... _ r , • • . ' 

t!t~ Twèn'tieth -Sa'ttal:ion Olub,' Cànaditan -Legiqn.' (The name 
i 

of this" club ,crea'tes, à' parallel' hetween ',the narrator' s 
" 1 # 

init:iation' ~rito tliis, cO'II~ctïve ,and' his country' s new ... found ' 
\ '.. • .. • 1 

... , .,j ~ • . , 
'm~lita~r and political sRlidarity.) There~ in "that little 

~ ,. . .... ~ ~ . , '.., .. 
. ' l'sland of. ,pea'c~"in th~ hus,tle and' 'bustle, ,of." the -great city~ 

• .. • ' • ' .. l' ,\ 

,.{l;oèate'd, ;;ignificantly, on Church' Street;~-I he recovers t1;le 
" ' 

. , ,p~stàral t~anqu~lli ty' of childhood, "a 'feel ing' of èC!)mfort 

, 'and' ,qeep,' se,curi ty" (p. 75) l 'through part'icipa'ting in this 
> , 

, Wh,ereas '" S~lve'r Buglè~, Cyrnbals, Golden Silks" con-
" 

cludes in 'sumine'r'darknéss, thïs .story c-loses on,Midsumrner's 
, ' , 

Day' w;i th the sky a '" hard blue a'nd there', ~asn' t ~ rlou~, to 

" be' sèen" ,(P~ '98). 
" 

The clarity of light, and the hype'r-

awarenes-s 'aà'soc'iated w~ th 'Midsumm'er' s pay,,41 pàrallel 'the' 
~ ... .. ~ . .. 

'narra~or~s clarity o~ vision. This aliows him to revise 

his previôus 'conclusion that "[n]othing endures. '" Wàlking 
l ' • , , 

down a 'street, 
.' 

he meets ,his ,old co-workers ,for thè fi'rst 

time. in four years. ~ 

A!3 l came. abreast o'f ~ the __ Consolidat:ed Press 
~uild~ng, my throat constricted and l stopped in 
my ,tracks. For they aIl were there, Mitch' s 

-gang_, ~ Tbere wa:,s Mitch, grinning as cheer-
full y as ever, Gummy hobbl ing idl y around on a 
cane, [arid] Bill Tennyson, who recognized me and 
came ~ver, ta $~y hello_ And there, parked across, 
the, street, .' was a new green International 
quarter-ton a~d in it • puzzl1ng ,)Ut a roll 

.o( plans) sat.Charlie. Everything was just the 
same: they' were, aIl the s,ame and would always be 
the sa~~. ,( P(';' .97-98),-J . J 

p 



t • f 

f 
1 

\ " . 
\ 

" 

1-

.. 
27 

j 

'Xh,e narraf:orp recognizes / t}lat; t-his group, de,.voted to 
..., 

~~ructuring the dynamics of the city into an effective uni-
, / 

tYI will bont~nue to out~ast t~e inflex~ble, backward-look-
, 

Ing BU9le Band .. (Th.e mention, 9f the 
. . 

Consoli,datèd Pre.s~', 

"Building suggests that the narrative, forro should simi,larly 
• ~.. 'JO 

"consolid,ate," poles' of. eXp'eri~n't:e into a dynamic continu-

uni. ) He résol ves' that like' these 'men, 
, 

dedicated to the 
j • \ ' ~ 

concrete as opposed- to the immaterial., he would "be wiser. 
, ' , 

J 

not __ to tJ;"Y for impo'Ssib,ili ties but to set dowri' records of 

things possil;>le, mat ters . l.ike thes"e" (p. 98)., 
l> 

When the 
. 

. narrator sp~aks, . of impossibili ties ~ he refera to' t,he at~ 
\ , .1 

tempt of Mr. ThCSm pso n'--and his- band; and the Cariacla of the 

thirties it e~pressed--to halt.time and the, ident.i ty that 

develops within it. 1n-contrast, the narrator commits him-. , 

self to' "'records": the matérial world <?f tilne and cha'nge. 
, 

For t.hroug h the synthesizing imag ination 1 these ",recor,ds" , , 

are not a measure of things lost, ,o-r ,fall~n frpm us. 1n- • 
• > 

stead, th'ey are - dGcurnents of, ,things betng planned and . 
1 • _" __ j 

s~aped in the everlasti,!1g ~hain of -Creation •. -~,t1l1S, these 

records7"-;-Hood' s narrative's--allow no _dif~erence qetwe.en up­

per and lo~er 'worlas, timély and timeless, on1y the pro':' " 

gressiv~ route' of. ,the pilgrim who - mus"t traverse, ~rid' ul ti-
. 

mately join, bot,h. 

w Silver' B~gles,'- Cymb~ls 1 Golden Sil ks" "and "Re<:ollec­

tions .. of the Works Department'.' demonstra te that the Roman-
- . 

.. tic imagination may serve as a progressive force by ~nte-'. 
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grating past and'~ present, permaQence and change, public .. and 

( 

private experience In contrast, " Thleè. 
" , into acon tinuum •• 

" . 1 
1 
! 

i 

~1 
l-

BaIves of.a Bouse," is an 
\ , 

example of the i!.;. or vi:;:- - ! 
.':' 1 

Romantic, 

-.- 1 
~'" i ~ 
-:1" 

sion'ary, excursion in its life-d~,nying. forme 'This ia first . , , 
seen when Merlin dissolves the mat~.rial world into vaporous 

.,. 
archetypes, and ~lexandra'transforms it into appaFit.ions of 

"second sighf lt 'fI j ._ 
w~o "reside' ' in:" ,~. f 

,r ~. , 0 

Similarly, Eliie Haskell's frozen beauty. 

halves--past, .,.' ... ,' ... t 
ot things 'P~st or ab~ut to be pr~vèn ts aIl 

the title.. hous'e rts . three from c:onnecting 

pr~sen\t, and futu~4~to a dynâmic totality. These t,hree . " . -~ 
storie~ use _ the ;motif o-f ,ghos't;s ",~nd t~e ,conc~pt of posses-. ' 

. sron" . té unde~scoÇ"e', J:he' wot::ld~erasure', ~mgendè-r.~d b1 the. 

~ , 
, " 

l 
1 

i 
, ROJ!1antic excursion out of time,. 

~ " 
'. 

. 
,,'Three 'Balves' of a Bouse" revol\tes: upon the ~.risiJ: of 

~ ,.. . ' .. Ir 

Maura Bostorr 1 

,. \. ~ ... 
who. has com~ up from Mont.r:::eal. t?' visi t her, 

o •• 

mot·her. -lirs. B~ston, who re'sided"with her' husband" first-, ' .. . 
"1 ,cousin to' EÎlie, in 1~alf.,qf.thè 'ho\lse until his death, be-

, . 
liev~s ttt:at,', it' shQuld rightfuily, fall to . , 

\ , .' . , 

Whet~er Mqura will' l:nheri t this legacy, o'f ru in and madnes-s., . ..' . ". ~ 
, 

becoming -ao outsider who's gotten stué.lc' fast inside!' CP. 
\ , 

is the story",.s 
, , 

central 'concern •. .' 

....' .... l '. , 

The, story opeqs with a' d~~cription of 'the Tbousand IS-

lànds ~hich, "chokitlg and diverti~g the immense ri,ver for f.. ' _..,' ._, 1'0 \ 

1 fort y amazing -m'iles" (p. 99.), correspond to the, strangula-
: . 

through> lack of' oxygel1 .. 
~ 

\ . . ' 
1) 

,/ , . 

1 • .... , o' 
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And Jusë.·as El:tie' s strangulating mind··chôkes the 'life fr.om ... · 
..... >r- ...... ... \ 

· ..... the residé'tits of her house,' so 210 the ThÔ'Usand, ISl,an,ds that ~ 

"press agai'~gt the c.~rrént in res~.st;~nc"~" 4;b~truct th-e riv.l.' 
--' oC-_ .. ~ .. " 

er's life force. 'Hood st~esses th~ ~ètaphèrtc ~ignificance - ~ . ~ ' .. ' ~ 

.. ,'" ...... ,of cana<l-ian tr-à'nsporta tiç>n ~and ,cdmmuni'c~ t,ion -(a centr?l 

/ 

" .... :- ~ 
-" • -' , t .. .. 

concern in "Recollections of,· the Worka' . Department") _ in 
- '\. 1 .. 

establ ishi~~g .. a ,c;:rheren t C~na"dian idéntl.ty.42 

Thus, 
~. -

the navigation of the .... ~ocean-.,goinS- fr.eighters< through . , 

the narrowi~g channels (Iike t.he "narro~ing 'à.rteries of El-. ' -or-' J'" l: • 

lie'.J.il brai~) suggests the difficult birth-,passage of the 
"''''''1',__ r~.L. . .01 " ,,~ 

Canadian .,r:tationai~ and narrative iden"t:i.ty:' irltroduced in the 
~~~~ '.' 

-k,:..two.$.memoir piecJes. r. This pa~s~ge , .... however, i's) imped1aÇl by 
_' _~'J". , .... ~~-f' • of .. •• 1 • 

• .... ~;. .ç.. .,. 1 

:-,:.. E1:1ië i s, an~ ~Stovarvl1le' s, regressiOf-l into the p~a·st. This 
.. ": l.___ ' ) 

.... ~ .... 

is suggeste~~ 'by t~èir failutre to respond t,o the tamaracks 
• ,~ .... \. M' <-

~t.ol- ~~. .~ _-..'0 ..' M....... . ~ <\ 

in the' ~HasJçell 'yard tha t 'heac'on the r!:ver' s' r.un towj3.rd the ... ..~ .>-~. 

... ' ... «' 

" .. Atlantic: Haunted. 'b.y memories of .decl inet and dreé\ms '-of a 
.,.. ........ .f J.1't 

\;;,:... .. L ... ,,:. ",' ~.!".. ... v .. !~" :... ...)l. .... .., ~ ~':.~\.. ... .. ' 

hereàfter" the Grover' househoJ,.,è:f, and the, .stoveryille commu-
., - ~ ,- . " ~. t " ~, ..... - ' , 

nit y, ignor::e the" ad'j~~ct=:n~t: li~~ current:' 
;;~: .. 

." 

àn the Canadia'n side 'ther~' s Highway Number Two, 
the worst main highway in the world, wi th the 
small river towns dotted along lit--~ingston, Gan­
anoque, stoverville, Prescot t--dreaming their 
dreams dating from the eighteen-thirtles of a 
prosperity which never came. Yet they sleep 
there along the shore waiting for things to pick 
up when the hundred and fifty years' ~lack season 
shall be over. And from this hinterland, 
from the lit tle towns 1 ike A thens, people have 
been movil\g back down to the shore for sixt Y 
years. • • • ~hey come to Stdverville and cherish 
their disappointments •••• Life and power ,fIow­
ing beside them and old impregnable rock, out of 
which J'l,9thi,n.gb can be forced to grow,' above them 

'. 
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.. 
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'. 
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norther1y, sa they come back one by one into sto­
verville from Athens, and here they fashion their 
lamentati,ons •. (p. 102) 

30 

The lamentations of the Stovervi11e communi ty (recall­

in9 Jeremiah'a e1egiea
a
of exile in Lamentations~ over their 

barren town, and its unfulfi11ed éovenant of proaperity, 

echo thoae of the exiled Hebrews. For 1ike the Stovervi11e 

communi ty, the Hebre,ws wept by the' rivers of Babylon ("By 

the rivera of Babylon, there we sat, and we wept when we 

remembered Zion, Il psaims cxxxvii.l), rememberinN"he glo-
, , 

.ries of Zion. This ana10gy ia reinforced by the detail 

that .. fort y periloua miles" separa te Stoverville 'from the 

river' s life current, because it alludea to the - Hebrews' 

fort y years of wandering toward the promiaed- Land. While 

the Hebrews believed in thei!;' J;:econstruction of Zion 1 sto-

verville, however, satisf-\~fJ itae~~ with .their dreams of a 

hereafter. (Note the relation between the tamaracks a~d 

the "tamarisk,". t~e Tree of Life in the Garden of Ede,n. 

'l'he implication is that by ignoring the. aoutting life 

force, Stovervi11e mus~ remain in perpetuaI exile from the 

, l-iving present.) 

Maura Boston ls the on1y famiIy membe~ to have escaped 
, 

the, ".projected death watch" that remaining in s;overvi1le 

entails" In Montreal she has a lover whom she intends to 

~a~, and unlike the barren Ellie (who plays midwife to 

her 9nosts), she desperately wants children. Ellie notices 
o 

that Maura does not have her .ye8, nor her peculiar "second 

), 
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Ber evaluation ts correct for Maura, devoted as 

to the reali:zation of. the present, is ·solidly 

tberé, whoe~ver else vanishes" (p •. 115). Maura', whose name 

ia cogna te to "Mary,· meaning "mistress of the sea,-43 rec-. -
ognizes the town's necessity for movement and life. ·What 

we need here,· she decides, ·ar~" docks and cranes, smoke, 
. 

~drydocks<, SliPW1YSI a hundred factories" (p. 121). Maura 

will not wait for Stoverville to awaken. Leaving her an-

cestral home, she will seek redemption through ~he sacra-

mental union of flesh. Ît is this participation in, and 

consecration of, the life force that alone insures the con-

tinpity of the three tem.por. halves fof the ltuman house. 

As noted, the objective of·these first five stories ia 
. 

to dramatize the dual possibilities of the Romantic, or 

"visionary· imagination. On ,one hand, it dissolves sensi-

ble reali ty in a one-way excursion out of time 1 as in 

-.q. 
"P'allings from Us, Vanishings,· ·0 Happy Melodistt", and 

"Three Halves of a Bouse." On the o~Jler hand 1 it _connect~ 

various times and places into a dynamic continuum, as in 

"S;ilver Bugles, Cymbals, Golden Silks," and its companion 

"Recollections - of the Works Department." 
.:l 

oeuvre", Rood uses: mov Ing wa ter in the Wo'tdsworthian sense 

to signify the underlying cohesion of the universe, as weIl 

as the synthetic imagination that apprehenda it. 44 The 
\. 

water imagery that frames this half of the collection is 

used, conversely, as an analogue for the Romantic ténd.nc~ 

... 

, 
! 

! 
'! 
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, 
to "drown" the concrete in an excursion out of time.' In 

the first story, "Fallings· from Us, Vanlshings," Artpur 
-

Merlin comments to Gloria upon .. [t]he moving \.raters at 
'. 

their priest-like task of pure ablution" (p. 9). This 

statement only emphasizes his failure to implement this 

spirit of communion within the manifest worid. (In "O"Hap-. 

py Melodistt", the detail that Alexandra ls sit~ing by' a 
~ 

pool of water, while thinking of a portion from "The é~il-

dren of Stare,· May allude to the linea - of the poem t'at 

state, • Stil~ ia the fountain' s music / the dark pool ic.y 

still. "45 If so, _ this re~nforces Alexandra' a tend~ncy 1 ta 

"drown" the living present in her vision of ~phemeral, lyr-

ical beauty.) In the fifth story, "Three Halve, of a 

Bouse," Ellie, who similarly ,denies the physical life force-
, 

(she ia "so virginal at sixt y'" [p. 105] and lives in a room 

that is "like a virginal cell in a cloiater" [p. 122]), ia 
\ 

described with w,a:ter imagery. As transparent as the ghosts_ 

that haunt her, she "floats," • weightless," "1 ike somebody 
. 

who lives in the river," ftlike somebody made of water" (p. 

115) • She' ia "impalpable," "bloodless," a "wraith." Aa 

she dies, she imagines herself drowning in a Blakean vision 

of Revelation: 

The ships are 8wimmi99 over me and the h?rns are 
~nside my head muddling my thoughts aIl together 

seven 'stara and seven coronets and the 
three trees 0", the point for Christ and the two 
thievea hanging so atraight and dark in the twi-
1 ight on the - darkening water. l am going to. 
starboard under the stars on the currertt down the 

--------:---.-- , .,-~---------,--" ....... j ... , -----...... ---
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river down east past the plains ·of Abraham, far­
ther, to where the ri ver yawns i ts mouth eleven 
miles wide, invisibly wide, bearing me at 1ast tQ 
the darkness, the sleety impassable impassable 
[sic] guI f. (p. 1235 

33 

, . 

Drowning imagery thus underscores how Ellie 1 s transcenden­, 
tal vision àwallows life like the "impassable gulf." ~t is 

this Blakean otherworldliness that tr?nsforms her "~evela-

tian" of' 'the river 
\ 

of li fe46 ,into what Dennis Duffy de-

scribes as the "ocean of death."47 \That the g~lf ls eleven 
, 

miles wide underscorés Ellie's sacrlfic~ of_physical reali-

ty. This is because it ~lludes to the ocean voyage of St. 
, 

Ursula, when she chose martyrdom along with her e~even, or: 

. eleven th~and 1 virg in co-travellers (legénd. is unclear às 

to their numbera), rather than lOBe her virgin~ty.48 ~N9te 

that Ellie, similarly, la descri:bed aa a "aaint," "a vi=­

s~onary and rel ig lous, and of a sel'f-sacri ficing nature" 

[p. Ill]. ) Hood reinforces the gulf as an emblem of the 
1 • 

ephemeral Romanticism to which the manifes~ ~orid is sacri-

ficed by painting out, in the second paragraph, that it ia 

.. St. Lawrence~s --gûlf, martyr roasted on a gr idiron ." ) 

Hood 1 however, demanda tha t the material world must not bé' 

"martyred" to this form of .. immaculate conception"; vis~on 

must be wedded to substance. 

Twilight is another unifying image in this h~lf ot'the 

collection as each of these five stories, with the excép-. 

tion of "Recollections of the works Department; (~ommitt~d' 
1 

as it ls to the concrete), concludes"in falling dar.kne~s~ 
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·'The. dimJlling of lj}g~t ahd tJ;le drowning ·~mager.y are Metaphore 

for this mode of R9mantic vision that erases the concrete. 

In addition, twilight, as the traditional symbol. for ambi-
.' 

valence,4? corresp~nds to thr~ form 'pf life-denying vision 

" 
that falters between ~hè corporeal and the incorporeal. 

o , , 

As we have been nofing~ these five stories compose the 
" 

five "books" of Hood's "ald Te~tament" ·that oramatizes the 

Romantic imagination in its "dreanw" or, rather, ghostly, 

forme Accordingly, the objective of this' half of the col-

lection ia to exorcise the Romantic tendency to regress the , , , 

mani fest into a shadow-world of abstraction. This takee 
l , 

, ' 

the' form of archet:ypal or Platonic paradigms (. Il Fallings 
<1 • ." 

,~rom Us; Vanishings"), still-life lyrici~m '("0 Happy Melo-. " 

diat.!"') l'and' Blak,ean, or visionary transcendentalism 

'" (~Three. Ha'lves, of a House"). The~~ stories conclude, .ap-

'propriately, in a parody of Revel.ation, .with Ellie's oth~ 

,er-worldly visi~n denying the moral, physical, and aesthet-

'ic - revelation o.f the material uni·verse., , It ià against this .' 

, 'nega.tivé madel that Hood introduces the second hal f of the 

. '1 
, i 

j 

" 
. cotlec,tion. Thi's is Hood' s "New Testament" that offers th,e . -:', 

~~ev isi~nary ,reading of Romantic ism" which' ,'reso'Ives the' 

dichptomy' be~'we'en' '" dreamy Romanticism' and 'down-to':earth 
\ 1 • • 

.. realism.' "50 liood ~ccomplishes this 'b,y secur'ing the' Roman- .. 
, " i ~ 

, tfc excursion out: of time upon the Tt:'initaria,n affi,rmatio,n, 

t~a~ \~tern~l princi~les of cohesio~ can'be discovered with-

. in ,physical reai. i ty. 
1 • 

l, 

., 

Thua, while ,.characters in the fi'rst 
" 

'. 

" 

lt 
V 

t· 
l 
1 

-1 
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. , , 

sEfction 
, 
are 'challeng'ed ,to unite "various times and plàces 

\ 

into, <i':n intellig'ible unit y, the oentral concern ,of the fol-
< , 

lowing section ls whether characters s.tr'Ucture the fabric 

~ " 
of daily life into a meaningful explanat;ion of experience. , ' 

This is achieved through what Robert ,Lecker deHn.es as ~ 

" "spirit of, communion," an act of perceptual.synthesis that 

connects t:he compon~nts of this world into what ul.timately 

appears ~~ "an or.der derivéd from God. orsl without thia 

'moral imagina.ti.on ',that perceives' tJ:1e mundane as the "coun--
< J ~. 

terpart['s] of a heavenly p~.radigm~ "52 characters structurè' 

their experience ,according ~to abstract models for being 

that deny the Real Presence embedded wi thin the manifest'. 
- ~- ..... 

In the firet section, the motif of "ghosts" and the concept 

,of .. possession" are used to signif.y the Romantic tendency 
, 

té:> dissolve the observable in an excursion out of time. In 

th~' following section, the motif of "magic" and the concept 

of ri~ual. signify, t~e failure to' address the s-ignate value 
\ of physical r.eality. Th}.s ft Mag ic," or ri tuaI" bondage, ia 

l1\anifested in 'a relianc~ upon the formulae of abstract rea-;­

Bon, the ritual of superstition, the predetermined casuis-. . . 
t~y of myt~, and the impalpable, still-life rèpreaentation 

of realitYl as perceived through the camera lens. (This is 

seen resp~ctively in "He Just 'Adores Her! ".,- "Nobody' s Going 

Anywhere[", nWhere t~e My th Touches Us," and "The End of 
. 

It.") -Each of these models for experience ia contrary to a 

f· ~ .. 

voluntaz:istic mçrality--aod. ~e~thetic--that is free to il-

, ' 
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1 ~, 
, , 

\ . 
lum.ina.t~ the physi~al. fae~5 of' thia '!-lo~ld and the Divine 

sig'nature ~mpressed upon it.; , 
r 

" , \! t 

Hood counters t,he regressive.,:Romantic dèpartur,es exam- . 

ined wi th· ".After the Sirens _." This ie his "visionary" 
, ' 

e'x-
\ , 

cursion into', the' ,future, ·describ~.~g. a, ~ameless mqn, hie 

wife, and thei-J:.: infant who surv ive. a nuelear holocaust. 

~hia story conel udes the progression begun in .. Sil ver .. Bu-
~ 

, gles; Cymbale, Golden'!. silks'" and ft Reeollec t:ions of the. 

Worka Departmen t." Here 1 another international· "f~ll" , " . ' 
!,ehal~enges its survivors to reshape the fragments of their 

lost 'world, for "there would be a new world to invent" (p. 

131) • The key words here are "new" and "invent .," The 

fiest half of Flying a Red Klte demonstrates the world-era-
.. 

, sure pr~du!=ed. by 'a one-way excursion into 
, 

the' pasto 
1 

In 

contr~st, Hood begins the second halE o'f the eollect,iori-:'-
:: ., ... ~ " 

hie ., New -Testament" to the' Trini tarian affirmation of this 
1 1 ~. 

world~":'by exorcising the' erasure of the future thrOugl) the: 
, . 

fata~ist:ic anticipation of nuclear destruction. For Hood, 

the, moral and ,narrative imaginatio.n must counter the' nu-
" 

. clear gospel t!hat denie's the poli tical; and moreover, spir-

.. i tuaI,', fu'ture of mankind. Thusi he writes:,," • .' the 

great hope, it seems to me, of human beings as religioua 

the hope 'of immortal i ty and a future state 1 

which is one l do not reslgn. . . . A lot of the history of 

art in the twentieth century seems tQ me to be thé history , 

of art without H'!pe and therefore self-contradictory and 

inoper,able." S3 ' 

. . 

\' 

, , 

'. 
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The 'firat half of the collection conc1udes with a par-

ody of' Revelation as Ellie and Stoverville deny the value 

of this world and defer sa1vation to the he'tlafter. 'Dhe 
-~.xr 

second half opens appropriate1y with a "genuine" Apoca1 ypse 

as survivorsl armed only with their faith ("Say a prayer 

and' trust in God," the husband advises his wife [p. 133]), 

be-gin th't!ir search for a New Jerusalem. It i's against thia 

pers'everance to uncover the 'value and potentia1 of this 

world that aIl subsequent ·actions in the collection are 

measured. .f 

This section of Fly~ng a Red Ki te concerns the modes 

"' of perception through which characters struct;ure their dai-' 

1y experience. ,On one hand, the moral imagination joins 

time1y and timeless, flesh and Spirit. On the 0 ther hand, 

characters structure their lives according to abstract par-

adicjms for being that deny the signate value of' the [llani-

fest. "After the sirens" is an example of, the former modtt 

oe vision that conf irms the Trin i tar ian assertion that this 

~orld la the signed, ever1asting manifestation of its Crea-

tor. Thia ia expreased in the aurvivors' ded-ication to. re-

atructuring their wo~ld upon what they envis:,!ge to be the 

seeds of a New Jerusalem. By cpntrast, "He Jus't Adores 

Herl" and "Nobody' s Going Anywher~l n' introdu~e two protago­

nists, Francis Rosebery and Peter Haggerty, who defer re-

generating their world through phyaical and moral commu-

nion, respectively. Just as Francis s~rifices the sacra-

./ 
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mental union of husband and wife to the "magic" of sterile 

rationalism, so ,does peter' deter cQmmunion with his 
" 

Immortal Host ta the ritual of super~tition • 
.. -

"He Just Adores He,rI" ls stt'u,etured ~pon ,the relati6n-

ship be tweÈui . two ,sets' of ne ighbo,:!rs, Paula 
" 

and' Francis--
, . 

Rosebery'and Elizabeth and'Larr,Y Lovelace', in an Apollon~-

an-Dion~sian opposi tion.· The Lovèlaces are pass ionate new­

I yweds t while the- Roseberys~ marriage, as Francis admi ta, 

is a ~ passion~ess" union governed by raason onl y (thus the 

g,end,er-exchangeable names of this coupl'e). When Paula sug:" 
1 

gests that Larry Lovelace "just adores" his wife, Francia, 
, ' . 

'1 

with his typical "Apoflonian' lucidity," labels his neigh-
. 

bour's ernotions "uxorious," iilnd feels' "peaceful at having 

gi.ven the symptom a name" (p. 144). But the Roseberys' 

rational. ism breeds i ta own disease. They suffer a frig idi-

ty of ~he .heaIQ) that ls mirrored by their ie,! bedroorn and, 
\ 

the "elashing" of Francis' similarly "cold bones~ fi Francia 

notes to his wife that they are' better, off than their 

neighbours. He reasons that "[ t]o be pass,ionate you' ve got 

to get yourself in shape, 'like a distance runner, and 

you' ve got to stay' thatr way. You learn ~o exnaust yourself 

j ust as you break the tape" (p. 151). In ·his blindnesB, 

Francis faUs to realize that passionate love, or "adora-

tion" between husband and wlfe, is ,the profan~o-unterpart 
. 

of that between mortal witness and Divine Hoàt~ This, 

, therefore 1 is his desired 1 but rejected, link to thé self-

, " 
" 

_____ ~-_---~~~--------~._~.~.~i-~~--------~------------~----Tl~'----------- ~ 
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.. 
regenerating or'timeless. 'As 800<3 explains:. "r1~rriages ar·e , 

\ 

a't the centre of litera ture because. they' re . sacrainen tai , 

they~re enr~ching, they're the beginnings of new lite."54 

El izabeth' s ternporary dep<:,rtùre' to seek employment, 

gives the 'Roseberys -"reason" -to derid~ what they fear ta, be 
, 

a genuine, union of love and passion. As we are told: "They 
, 

had their romance aIl w,?rked ·out, aIl col'lfiguréd ,to a.llow 

th~m to hate and degpi~e Elizabett to pit Y and feel' con­

te~Pt 'for Lar~Y.', They' ~llo~te~ ail' th~ 'cl i,ch'és and fast- l, 

ened on the neighbours e,!,ery element of' bathos that the 

situation suggested" '(p.. 155)~ The Roseberys, however, are 

later surprised to witness the Lovelaces' amorous reunion , 

in the hallway. As the young· couple returns "bl issfull y" 
. 

to their apartmen't 1 Paula real i zes they have been' deI uded 

by envy.· "Do you kno-w," she tells ner husband, "we'm~de 

that sto'ry up. Tha.t was aIl 'oùrs • . . they' re beautiful" 

(p. 156). This insight, is lost on Francis, who 'refuses to 

admi t· tha t the ironicall y. ,named Lovelaces (" Loveiesses" ,) 
. , 

dramatize ~he s~lution to the~r semi-life. As we are told: 

"'Serene'. and. 'tr,al1quU' ·we.re his ma,gic wQrds, his abso­

lutes, sereriity and tranquillity the perverse u~attainable ., ,~~ .... . 

o~jects of his lust" .(p. 15,7)-. Whi:}.e the "magic"' Francis 
" 

'seeks ~s the p,erma~er1qe ,?f tHe, abst!=,act" the na~orat,ionn of 

the mutable and timeless 
-------~~ 

fleshly-':-and ultimately, of the 

, --',--'~and Immortal-"':is the "mag~ic" for,mula he should be seeking. 

o 
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, ' 
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Whereaa Rosebery' a emotional atrophy causes hitn to ig­

nore the ~igns of love he witn~sses, Hagge~ty, in his spir-

ituai dormancy, similarly attempts to evade the world, as 

the opening sentence of, "N!=>body' a Going Anywherel Il reveals: 

Haggerty stood irresolu,tely in his workroom try­
ing vainly to ignore the street noiaes which 
crowded through the windows, open for the first 
time this spring • • '. puff of airbrakes from a 
bus on the corner, the Diesel roar as i t hauled 
away, an alarming screech from a Volkswagen as a 
ball-chasing child just missed a fatal accident 
for the second time' in three days. The street 
was overflowing with child~en free. o~ their -win­
ter c10thes llke freshl y-shorn lambs, bounding in 
the pale sunshine. (p. 158) 

Jn undercurrent of violence and death (the child who 

just misses death, the Oiesel's "roar," and the "alarming 

screech" replacing the "puff of airbrakes"), however, in-

trudes upon the passage's lyrical idyl1. This suggests 

that peter' s quest to insu1ate himself and his family is 

indeed "in vain." 

Rosebery structures his existence according to his 

rational "abeolutes," thus deferring the daily sacrament of 

physical and emotional communion. Similarly, Haggerty or-

ders his experience according to the ri tuaIs of supersti-

tion. Ins tead of the spiritual communion achieved thrbugh_ 

a voluntaristic morality, he "worshiqs" his household 

"god," an enormous picture of W. C.. Fields that "exaètly 

I-expre-ssed-.his-- o'WILmost frequent feelings" (p. 159). That 

this fal~e worship will' fai1 him ia SU9gested in the de-
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ta--i~ tJlat! "[no] matter ho.., armed at aIl poInts ••• there 

..,as ineradicably in the face [o( the icon] t!he tormentinq' 

• fearful sl,lspicion that s0'Rebody • . - . • in the grea t Be~nd, 

..,as getting at hirn in sorne hidden way, against which 'he 

cculdn't cover himaelf" (p. 1,~9). 

. ' 
As expected, Haggerty' s amoral ri tuaIs leave him as 

, 
vulnerable as his talisman when he is confronted with the 

morality, or immorality, play s.et befare ,him .by his young 

daughter. Sarah tells her parents tha t het:' Jewish friend,' 

, George, had gone to New York with his father ta- meet his 

uncle ..,ho had fled Hungary (they, too, ,are refugees). 

Awaré of the trag ic impl~ca t~ions of his brother~ s absence, 

- and further a9grava~ed by the éonducto't" s antisemitiam, 

George' s fa ther suffers a heart a ttack and dies some days_ 

later. 

JUst a.s the Lovélaces challenge R'osebery to confron t 

hie emotional atrophy~ this dramatization of human suffèr­

ing èhallenges Ha9gertY' to awaken from his moral apathy. 

Lacking t:he moral 'stamina to ·cover himself" from this tab­

leaü of evi1, Peter, however, cringes a.t being vicariousl y 

infected by this "revelation" of a notoriously fallen 

world: 

At the prospect, ,of, this abyss of implied misery 
yawning before him, poor 'Haggerty quai,led and 
wanted to run. • • • He cou'ld see i t aIl and he 
did ,not waot to look (p. 169). • • .' The Hagger­
tys , fe1 t aétltely annoyed tha t their daughter 1 

knowing nothing of the ïmplica t ions, 80 conscien­
tiouai y tranS~itted these detaiis. They did not 
care to bé ha un ted • .( p • 17:2} 
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But haun-ted th'ey > i!\re a'a their daughte'r persista in her 

", new repertoire of p~rsecu tion and dea th, and Pete;- wonders, 

~"[ h]ow long ~nd how legi tim.~tel y couig he go ori putting her 
... "l • _ • 

'. 
o~f?1I ",C p. 168). Ignoring his "responsibil U:y to i,ni tfëite 

... l 4' "\0 , 

his daughter into 
',- ~ /-

the moral uni verse, he schools her in-
, 

stead in his superstitious lore, the false wors,hip with 

"which he attempta to plac:::ate the ,worJ..d. As Sara.h coloura 

her body with chalk, Peter interprets the ritual signifi-

cance of her action ~ "'you look like Boad~cea,' he said 

sùdlingly, a little desperately, '·she painted l1èrself with 

woad. AIl blue. The ancient Britons painted themselves 

blue. • • • Not that it did then'l any good'" (p. 170). 

When Sarah asks whether he, like George' s fatheJ;, is 

"go.j.ng away," Peter repl ies that ft [n]obod y' s going any-. '.-

where" ( p. 173) ~ but when she asks more", pointedly if he 
\ 

will die, he concedes that .. [a] 11 must die" ( p. 173) • 

Peter iB further preased when asked where one goes after 

d'eath. Wonder i'ng , if telling ?is daughter about the hereaf­

ter can be "untrue' without bêing false, like a ,myth. or a 

fiction" (p. l'~4), he informs her that ail who are virtuous 

return to God. "[G]ueaaing" that he had "gotten the' story 

straight" (for him i t is on1y a atory), he ia relieved to 

have momentaril y satisfied her queries, with no further de-
, 

mands upon his slim moral reserve. That evening Peter 

dreama he is p~aying cards with a faceleas opponent whom he 

'9~sses to be his talisman. He' ia lucky and draws the ace 

--" the emblem he' d wished for through hie dreams" (p. 175) ." 
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1 0<' 

1,! Peter' s sermon to his daughter' c:::~ncernïng, the salva­

' .... tion c}nd resurrection of the sp~~it is t.nat 'of a hypocriti:" 

cal "Father." For, as his dream reveal'â,a. winnj,ng for him 
, '. ~ 1 ~ 

",gepends u~on m'indless ritual, rather than 1:-1:1e diligent ap-

plication of the moral conscience. Just 'as F~ancis' rejec-
,," .')~ - ) 

tion of physical communion parodies the ascet'~cism of, St. 

Francis, sC), do'es Peter invert the action of hi~ namesake, 
.' 

st. Peter. Rather than teach the wdrd of posl f~ve moral 
~ • ..~ • j t> -

action, in his JJioral cowardice,.,;·"Peter treats li~e as a . ~ ... .. . ".: ~~ , ... ': 
mindless game of chance. '~~i~~ his emblem of immo~.tality .. 

~ ',."'" "toi- \ -0 ~ ... 

la the 'lucky ace '( the~: coun.t.er'part of Rosebery' s rat~onal 
'<"' ~ 

"absolute$~.), he should b~é: searching for that which appears 
• ~ 'J' 

.. 
in the next story. 

1 
This ls t.tle red kite that signifies, t~e 

< ,\ 
'communion be,tween the Divine Ho..st and the mortal witness 

who perceives His signature upon aIl the facts of daily 

. life • 
... ··'1t ... 

'-- '~ancis and Peter defer illuminating the manifest 

through emotional, phyaical, and spir i tuaI communion. In 

contrast, the tired salesman of t;he ti tle story perseveres, . ~ 

despi t~; the frustrations of everyday 1 ife, to perform a 

simple task: teach his daughter how to fly a ki te. This he 

fulfills as ~par~ of his. "obligations" to his wife and to 

his chi Id • t't ia t;!tia dedication to add~:ssing the trials 

of everyday life t}1at earns him his vision of Grace: the 
. , 

lofted red kite that joins earth and heaven, daily and 

divine. Thus, whereas the previous two stories concern 

',0 
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failed initiations--Francis' into tohe mystery of the fleeh, 

and Peter' s, and his dau9hter' s, in to the -mystery of the 
, 

spirit--Fred t~ot only succeeds the travail of these ini tia-..:-\ 
tions, but alSo demonstrates them to be the same. The com-

munion that conc;ludes Pred',S pilgrimage is both counterpart 

,and culmination of his participation in the sacramental 

union of flesh (he is an ardent husband). It is also the 

counterpart of the mundane manner in which ne ,ini tiates his 
,f 

daughter into the mystery of t.he spirit (he urges her to 

eat mb!:'e juicy berries: these, along vith hel: song of the 

gingerbread man--holy wafer--forming a naturai Eucharist). 

It is this consecration of dail)" life that is the desidera-
, 

~ of Flying a Red Kite. For above aIl, else, the red ki te 

does not represent the transcendence of this 'world, but 

rather its transformation. Pred, the~1 is that pilgrim who 

perce ives no di~ference between • upper w and *lover" worlds, 
" 

but rather through dedieation to the -signate reality of 
1 

this world transverses, and ultimately, joins both. 

The f,~nal t'wo stories examine whether the narrative 
;, 

may 'becom' the seculël'r testament to 
u 

the genuine pre8ence~ 

~ , 

1 
i 
1 

embedded within the manifest, or whe~her ft, like the mech-
f 1 ~ ..! 

f ",,, •• -,, ~ 

anical modes o~ vision examined, exchanges the illumination -,,,,,.;" , ( ~ , 1 
< :- 1 

"'Where the My th Touches Us· explores this challenge 1! t 
of "'the life foree for the still-life of abstraction. 

through the relationship between David wallace, a declin- t 
in9, middle-aged nove1.ist, and Joe Jacobson, a young, prolD,- J 

'.~ 
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i~in9· writer. 'As noted, Francis sacrifices emo_tional and 

sexual 'fUlfillment ta his frozen formulae, and Peter his 

sp.iritu'al life- to mindless ritual. In this story, Wallace 

relegaj:es\1 his aesthetic dynamic to a mythic structure: "The 
, 

early works, the Middle period, the periods of stagnation 

and doubt, the. triumphant later yearsO, and the final apoth-

eosis" (p. 195). By his own definition, Wallace i8 in 

transition from the If periods of stagnation and doubt" to 

the so-called "triumphant later years." -Dy defining him-

self according to this superimposed pattern, however, he 

has forfeited the freedom of ima~ination that alone can 

achieve aesthetic, and ultimately" moral triumph. As he 

ex plains to Joe, the narrative exerts a power of "posse's-

sion" over hiiia: 

•• -.' there' s a point where the myth, if you want 
to calI i t tha t, the great story of which you' ve 
stumbled into a small part, assumes a kind of 
possession of you. You don' t use it: it uses 
you. l don'tmean that you're inspired. But the 
myth_ touches yàu, gets into you and begins to 
tell the story for you, through you, making the 
decisions for you. When that happen's, and con­
trol of the tale passes out -of yo'ur hands, Yeu 
almost begin to be in th,e story yourself. l 
don' t mean to sound poetic but i t' s like a lay­
ing-on of hands. you're touched l you're pos­
sessed • • • and if the story doesn' t please or 
beguile of itself, you' re lost because you have 
to set down what is dictated. You have- to live 
your way into, the sto-ry. (pp. 204-"(5) 

Joe, on the other hand, refuses to relegate the unique 

? \ 
signatures of narrator and narrative to the dictatea of the 
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arbitrary mythe ' Compared to the "labourera of the eleventh 
, -f 

hour,· he beli~vea in the painstaking exertion of the .imag­

ination, rather than the comptÜsive imitation of a fixed 

model. As he explains: "My theory Is that the talent is in 

the application 1;0 study. The talent ia the dili'<}e.nce" - ----. 
Cp. 208). Hia conviction ia confirmed for" ••• no myth 

1 

has ever possesaed Joe and done the story for hi'm': he 

builds them up with carpentry, nailing the clumay pieces 

together and hoping the nail-holes don' t show, éiJPologizing 

by the thing8 he can ~o for the things he can' t, as every 

wri ter must" (p. 201). Th~ ',key word" here are "applica-

tion" and "diligence." As doe~ Fred of "Flying a Red 

Kite," Joe applies himself to the mundane facts of this 

world, hoping that through his diligence he can uncover, 

" 
and in his case, describe its authentic nature. 

The narra~ive act is not ritual "magic· as Joe thinks 

ta hims.lf ("Living under the mythe • It sounded like 

magic ta him" [p. 205]). Instead, the imag~nation cons-

cientiously structures the components of this world into an 

intelligible unity. This form of aesthetic commun,ion ulti-

lDately engenders a testament to the coherent chain of sig-
, 

nate Creation, as the carpentry analogue of the above quo-

tation suggests. The tale, then 1 cames fram the. \Ilorld,' but 

without the imagination to shape lt into an intelligible 

composite, we are, as wallace notes, lost. When Wallace 

discovers that Joe' s book will appear the day before his 

lM" $" u; 
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(the one intended ta propel /.him toward his "triumphant lat;­

er year8~);'. ~~ ·calls, Joe a Judas who has plotted his ruine 

,(Note tHe irony of this' accusation, ~s it was King David 

who 'bet"raye:d 'hï~ 'trusting friend. ) . -. The ftmyth" has de-
. . .. . 

" • JI. 

st'royed 'not only Wallace's creativity, but also his values: , . 
be i.8 "lost'" 'both as' a writer and as a moral being • 

, - . 
. The 'story ends as it begins, ~ith&Joe listening to his 

l , . 

. t~mily radio.. Where at the story' a opening he listened to 
':'4 ' 

,-, 

Wallace' s ,broadcast,~ sign of· .the eIder' s literary impo-

tence 1 now he 1 iatens to an orchestra play Handel, "smooth 

and lovely, displaying" t,he mo:vement of the master' s mind" 

Cp,. 217). The key wo~ds her~ ~re "movement, "master," and 

"mituil"" for Joe, unlike ;Wallace, is determined to master . " 

the tale through the controlled orchestration of his devel-

oping imagination and the world he'seeks to descrlbe. The 

piece, 'significantly,. is' by Handel. For like Joe, who la 

repulsed by Wa"1lace "s submission to the artificial. para-
-, 

digm, this composer believed that èomposition must be free 

trom dogma to" achieve universal significan'ce. Thus the 

story' s circular structure Is iJ;'onic 1 for it Is Wallace who .. 
has condemned himself into Il the interminable sea of myth 

. . . . [that] puts off presence, de fers actuality."55 Joe, 

in contrast, as the titie suggests, .. ia only "touched" by 

the mythe He dedicates his first book to his father, "for 

my real father," he states. As his surname alludes, Jacob-

son', like Jacob, will observe hisl fa2ther' S, Abraham' s, cov-

4A';e' 
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enant,to worship the Creator through a secular testament to 

His creation. wallace, his surrogate father,' who main-

tains, to the contrary, thae' the narrative is ,created in 

:: the image of a myth, pefera the Word and its illumination. 

. : 

As noted, the motif of "magic" and the concept of rit-

ual ~ré use~ ln '~his ha1~ of 'F1ying a Red Kite to suggeat a 

10ss' of the creative, or moral, freedom that addressea and 

illuminate-s tHe facts of dai1y 1 ife. Ultimately, this en-

tails' a rejection of the Trini tarian aff i rmation that the-. , -
, !alagination', through free interplay witt) sensible rea1ity, 

'can discover the signature of' i t'a Creator • Whereas this 

J ' 
takes the form of rational formulae, supersti tious 

ritual, and mythic paradigms, in the f0110wing story, it ls 

the camera lens to which aesthetlè, and ul timatel y, moral 

freedom ia re1egated. 

The final atory, appropriately entlltled "The End of 
" 1 

It,· brings the collection full circle, introducing another 
) 

artist, this time a fllmmaker, phi11ip Sanderson. Like Ar-

thur Merlin, Sanderson. pur::::$ue~ aesthetic immortality, in 

his case by capturing the paat in a d~cumentary called ! 

Walk Home from School. The st,ory' s central concern, there-

fore, ia whether Sanderson will sacrifice his freedom of 

imagination and the conti~ui ty he seeks to the camera' s 

terminal frame. 

'What am l doing wrong wi th A Walk Home from 
Sc hool,' he wonde r s, '1 s i t bu i-=l~t~';';o';';n;";';'a-~f:;'u"'n";d::"a-m~e"'n;"'--
tally wrong preroise?' .~ p. ·227) hOIl do we 

. ' 
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see? What makes the whole field of v~sion cohere 
and mean something, al ive space [sic], the trou­
ble ls l don' t know (p. 228) .. .. .. why am l try-
109 t~ recreate ~y own reeollections? The camera 
is for.actuality, but perhaps l can qet the actu­
ali ty of the recollections. Am l by any chance 
making this pictl.!re out of, pure' regressiveness? 
l miqht be.. ls that bad? (p. 229) l' m not an 
original-sin man, l'm an Eden man, we never real­
l y left home. A wal k Home from Sc hool.. (p.. 230 ) 

49 

'" 

_. 

Sanderson 1 S in tention to prove that .. we neyer really 
~ y 

left home" by synthesizing "the whole field' ,of vision" into 

. a single, coherent sequence as "alive't as the present ls r 

. as he suspects, bullt on the "wrong premise." The one-di­

mensional documentaryt unlike the fmagination; cannot inte-

grate spots of time into a vital continuum. As Sanderson 

- explains: "You can' t qet 1 ife .i tsel f by copyinq i t: _ yÔlJ:--' 
'. 

have to arrange ,it. ~ We make our arrangements becaus~ 

of who Wfi! are: it' s a seventy-year, s,quence" 
~-~ 

( p.o 228) • 

Moviest therèfo~e, cannot create a sense of continuity be-
, 

reillizes, cause, as Sander son they "have 'no tense 

movies are aIl in the present 1 even flashback gives us the 

present past" ( p. 226) .. 

Just as Wallace forfe lts his creativity to, the static 

myth, Sand~rson May saèrifice synthesizing the, "whole field 
~\ 

of, vision" t:Q the ~isembodied "now" of the camera 1ens. 
" 

For while the documentary transports us nback home," it , 

leaves u~ trapped in the statlc, ~iscontinuous_scene: more­

~, when the projector ends, that is "the end of it." 
~ 

Only the imagination can travel back
l 
~ forth in time, 

, , 

... AU? ------------------------------ . 
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.' 
cutting and arranging the human ~nterpris~ into the 

" 

continuum Sander~on seeks • 

sa~derson ,models his envisaged piece upon the sin-

. gle-sequence documentar"y of the mile of the century. This 

'imprèsses ',him. b'ecause 
, 

"[t]he motion casts the film for 

you. It wri tes, the' écript" (p. 220). This "naturalism," 

however, overrides the shaping imagination which alone ar-, 

t'anges spots of' time into a m~.aningful pattern-.- As Hood • 

_ ~'explains,. " • • naturalis~ is not enoug~ • the came-
, \ 

ra, iri' fact, dpes always' lie."56 By relegatinif his three-
, 

. dimensional' vision to the camera' s endlesâ. present, Phil-

11p, whose narne means "lover of horses" ("stop horsing 

arOund, n his wife chides him [p. 236]), May imi tate the 

epigraph' s "pin ~ mell . ~f madness" in their eternal raCe 

"around the stadium "pupiI1." 

Moreover, like Merlin and Alexandra, Sanderson threat-
r • 

ens to sacrifice sensible real i ty to the frozen image in 
, 

which he wishes to immQrtalize it. "pamn you," cries 'his 

wife Margery, who, like Merlinrs Gloria, will Dot be trans-. , 
, ' , 

muted into an abstraction, ft you love o~Ù y my compost tion, 

you're always photographi~g me with your eyes [an allusion 
.' . 

to the epigraph 1 s "staQium' pupil n J. . • . you j ust ,_,want to 
/ ~... ,1' 

love everybody by way of the movies." nI warn you, Phil, 

you canrt do i~," she continues. "One real woman is better 
1 

than a strip of celluloid even if it plays every house in 

the world, and what you want you can't get on film""(pp. 

.4t;I) 
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234-35) • True to ~argery's complaint, Safiderson thinks to 

himself "[w]hose ski ri was fevepish, his or hers? You could 

not put this_ on film" (p. 235). Sanderson, however, unlike 

Merlin, admits he is "possessed" by the impossible desire 

to transform the living into stï'll-life: "I don't ·beJ.ieve. 

l can' "t' qet i t. . l'm fifty and r've been on the wrong 

.track. What r've wanted to do can't be done'on film" (p. 

238) .. As if to exorcise his temptation to dissolve the 

manifest, he returns to the projection room, where, "with 

an odd air of triumph," he runs the last minute of the 
o 

race .. AS Sanderson plays ft the en~ of i t" over and over, 

se1f-doubt gives way to the discovery' of the inimitable 

abiÎi ty of the human eye .. - Whereas the camera lens ia in-

deed terminal, the human perceiver can fix his gaze upon 

the moment while situating it within a single, eternal se-

quence .. 

The first half of Flying a Red Ki te composes Hood' s 

·Old Testament." It examines whether the Romantic excur-
, 

sion may synthesize the tempora+ componen-ts of this world 

into 'a dynarrtic whole .. Accordingly,- it begins with "Fall-

Ings from Us 1 Vanishings, n a parody of Genesis, where Ar-

thur Merlin regresses to archetypal origins. It concludes 

in "Three Halves of a House" with another parody, this time 

of Revelation, as Ellie' s transcendental vision eraSes the 

manif!,,!st world .. This half of the collection, conversely, 

,dramatizes Hood' s "New; Te-stamen t" that secures the Romantic 
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, . . 
excursion out of time to the Trinitarian insistence upon 

the numinous quaI i ty of this world. ~'li th this, Genesis, or 
, 

the Romantic excursion backward in time,' is replaced with 

the Trini tari an "revelation" of the signate ,value of this 

world. Thus, this section inverts the previous sequencing 

by beginning and concluding wi th Revelations as protagon-

iats affirm that eternal principles of continuity are mani-

fested within sensible reality. This is seen in ~After the 
f 

Sirens" as the survivors envisage 'their New Jerusalem with-

in the fragments of cheir world. The sec tion concllldes 

with "The End of It" as Phillip Sanderson, a self-described 

·~den man," discovers that Paradisal unit y may be recovered 

,br synthesizin9 permanence and change, particular and uni-

versal, Earth and Eden • 

. "1 can do in solitude what we aIl set out to do 'to-

get'her' • r.. hungering after the state of the Inj.mitable . 

. . • l want that signature, that 9uarantee, that insurance' 

policy,· flood states in Trusting the Tale. 57 By combining 

the Romantic' excursion out of time with the Trinitarian af-

firmation of the numinous quality of this world, Hood gives 

us his guarantee that "we never really left home," if only 

we can gaze steadily enough into the present one. 
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CHAPTER TWO 
.'-

.. : 

" FROM PAS'.r9RAL TO PURGATORY: 

TlfELVE 'lOlfARD SALVATION IN AROURD THE MOORTAIR 

(' 

, , As noted in Chapter One, FllinSl a Red Klte la struc-

tured upon the presence and absence of a synthetic mode of 
... 

v:~sion that joins the ~ecu1.ar and sacred, temporal and 

timeless. In Around the. Mo'untain: Scenes from Montreal 

~, this search for heightened perception takes the form 

of twelve month-by-month excursions, in'which the narrator , , 
journeys through an allegorical landscape. Nhereas the 

soaring red kite signifies the union between daily and div-

ine, earth and heaven, in Around the Mountain, the cruci-

fix-topped Mount Royal is the focus for epiphany. As Keith 

Garebian suggests, this collection can be ·thought of as 

"~ cycle of stories spinning about the emblem of the moun-.. 
tain that gives us increased perception."! ThuSf Y/e note 

that each of the narrator's treks 1 leading him up the moun-

tain and back ddwn to the city, correspond to a shift in 

perception--of himself, his' ci ty, and ul timatel y, of the 

human mosaic. In this collection, then, landscape and 

------------ --, , .•• -----------.-.... _IO'l __ -......_----
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. . . the mindscape are fused 1 and, as Hood points out, .. 
stories are calcu1ated to how high pp the mountain they 

are."2 
/ "-

Victoria(Hale aligns 

with two trad'i~s. In 

the structure of this 

terms of lts spa~ial 

travelOgUe 

fr;amework f • 

she sees 'the narrator's journey as a "reversaI of the 

,customary desc;:ent-ascent motif of the' traditional
l
, mythic 

journey."3 compari~9 Mount Royal to an "ascending and 

descending Miltonic mountain," she claims that "[t]he 1SC-

tion in Around the Mountain possesses strong analogies to 

that in Paradise Lost.ft4 This is evident insofar as 

[w]e begin at the lowest point [and] • • • end at 
a point not quite so 10'''', but far beyond the 
helghts to which we have soared in the middle. 
within this basic structure ~re a number of 
smaller pa t terns where lesser ascents and de­
scents are fo1lowed. The whole Is a great vision 
of rising and fa11in9 ,action: and in Paradise 
~, the rise and fall are not on1y emotlonal, 
moral, or social as in tragedy, but literaI and 
topo~raphical as weIl. Image and meaning are 
one. 

/J 

In terms of the collection's temporal structure, Hale sug-

gests that the bleak winter frame of the narrator's voyage 

bringa to mind the calendar design of spenser' s Shee-
, .... 

hearde' S Ca1endar. 6 (Hood would later admi t his debt to 

this source in an interriew with J. R. (Tim) Struthers. 7 )' 

She proposes that Hood, llke Spenser, scaffolds his narra-

tive upon the natural cycle to suggest that it ls circum-

scribed by a world ft shattered by the Fall," where "death 
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and dE!cay p~edominaté." 8 This 'observation is indirectly 

s.upported by Hood' s comment. that the ,mountain in this col~· 

leetion is modelled after "the mount· of the purgatorio in 

Dante. -9 

While cri tics identify the traditional influences that 
prevail upon Around the Hountain, this ehapter will discuss 

how ,the shifting geography of the narrator' s city scenes 

corresponds to his ,al terations in perception. 

twelve journeys toward illumination, whose emblem is the 

. mountain, ve dise.rn that the narrator' s excursions are 

c:omposed of tw~ equai parts. The 'a.,cent stories--scenes 

9ne through six--are charaeterized by a progressive move­

ment away from the- conflicting currents that dominate city 

lite. In the. sixth story, "LQoking Dawn From Above- ( (the 

"holiest story," according to HoodlO), the narrator ascends 
, , 

the mountain, -where a natural Eucharist concludes his pil-

grimage. this peak thât symbol ically -. His attainment of 

joins earth and heaven ia pai'red wi th he ightened percep-

tion. Thus, a vision of a world fallen into chaos and di-

vision gives way to a "sense of the world dropping a,.,ay,· 

and a feeling that " yeu could step in a single 

stride • • • into the next. That these six stories " . . . 
culmina te wi th this revelation suggeata a journey toward 

redemption. For Hood, as for Wordsworth, however, this la 
. . 

only an i~timation of immortality, and the narrator 'is com-

pelled to leave his garden for the city below. 
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the mountain, then traces the citY's'periphery. 
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These dè-

scent,storiés, marked by a sense of loss, conflict, a~d de-

cay, engender a return to the lower world, subject to time 

and death. 
.t 

In "one t'lay North and South"- and "The village 

Inside," the narrator perceive~ the city as haunted by 

"ghosttowns." In the former story, he descends to the "dy­

,ing district" of centre sud, where an "ag ing and shrinkin.g 

population" e'nlikens Dorchester t~ an "avenue o~ ghosts." 

In "The village Inside," an excursion to the city' s west 
, 

end e1ie1ts the account of victor Latourelle. 
.... 

refugee, Latourelle lives 00=- his ISO-year-old farmhou~e 

"like an attenuated gh~st." In "A Green Chi Id" and "Start­

Ing Again on Sherbrooke street," the narrator envisages the r 

~~A~ure- ~f love in terms of concrete labyrinths that defy 

hu~an habitation. In .. ~ Green Child,· Thierry Desautels' 

- futile quest for his 'girl in green-a mi,xed image of grail, 

pastoral -ideal, and sexual dynamismll--leads him through a 

wasteland of vacant lots and half-finished structures. In­

cr.a~in91y, th~ elusive girl seema like a "ghost,· an "il-

luaion,· and" ••• the effect [of the landscape]," we are 

told, • ia as - if history were moving' backwards· (p. 131). 

Images of paralysis similarly prevai1 in "Starting Again on 
. 

Sherbrooke Street," where the paramount blocks of Montreal 

are portrayed as a glossy, but bri ttle, veneer. In "Pre-

dictions of I.e.," it ls the univeraal human' cOlDIDunity that 

.. 
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is paralyzed by cold-war poli tics. Bere, too, the land-

scape mirrors the narrato~'s sense of desolation, with the 

near-frozen St. Lawrence River. becoming ttis emblem for the 
-

destruction of the global village. predictions of ice are 

j ustifi-;d in the final scene, "The River, Behind Things," 

where the narrator's final excursion leads him to his point 

furthest fro,m the city. Alon.g the frozen shores of Riviàre 
o 

des prairies, this scene" and in extension, his entire ur-

ban mosaic "composed i tsel f into meaning." spotting a 

"lonely black figure," jabbing repeatedIy at ·the ice, he 

discovers his definitive emblem for the patte~n that under-

~ies his twe"lve city - scenes. While intimations oÔf immor-

tality' come from on high in "Looking Down From Above," this 

vision of man' s ',aIienation from others, and from <the n~tu-

raI cycle to whiéh hOe ls bound, is the quotidian for life 
.;;.. 

i 

1 

1 : 

.' 

around the moun tain. '" • 
• ! • 

In the first story, "Tl\e Sportive Center ~of Saint vin-Cl ! 

cent... de- ~aul," the hoekey. arena becomes an emblem of the 

postlaps~rian arena fallen from timeless uni'ty. As the 

titlé's association ~ith the Montreal. penitentiari sug­

gests, thia atory' s central concern ls whether the hockey 

eompetltion's "tactics and rituals" unite its players int~ 

a cohesiv~ group, or impriso~. t'hem in an a~Etna matked by 

chaos and division. 

Set in the "darkest week of-· the year t" the story opens 

• by characterizing the ?ark, or postlapsadan awareness of 
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a prison of time, or {wordsworthian "prison of death." 
\ . 

Leaving for his~riday night game,'" th~ narrator is "con-
., 

seious o'! ehe half-hour drive ahead ," and ~nders "how 10nSl 

i,t, \ would- ·take to. traverse, the level-crossi~9 0 Rockland" 
• 
(p. 1) •.. We. no'te .his 'surplus use of adverbs f?f ace ("ev-

erywhere," "behind," "ahead ," "down," "up," " utdoors, '! 

"underfoot" [p. 1]), ,adjectives iof quantity ("heavy," 
~ 

"fat ,'" "low, " "fifty thousand"), and noun of' time 

("Christmas, Il "mid-Decembec ," Il Friday'" ." night " v ' , !' six-fif-, 
teen") • This oletion underseores a fall into shifting time 

and spaee, and the subse~uent ne~essity to structure expe­

rience within th~ir parameters: oriving to the city' s nor-

thern, edge,·this evocation of time and death ls fro~en into 
" 

a g,hostl y image. In "ah infernal vision, " the narra tor 

sees tttis area as "an immense and., horrid ashp'it," where 

"spectral muffled figures prodded at lumps of packed snow ., 

and ordure" (p. 3). "lt was al ways mysteriousl y sadden-
s ~( 

, in9," he ~dds, "t9 observe their dauntless activity" (p.' 

~) . , 
The same "saddening" activity'contil1~es to the hockey"", 

\ aremi, for the narrator's impression that the goalie's face' 
" 

mask "closely resembles the death-mask of Keats" alerts us 
, " • that th'is, too 1 is" a'· p~ison of time. This is seen in the 

') Il ,,<-<li 

way the hockey' compe,titlon blinds lts players to the wider ' 
, , " 

~ . 
dimensions of the human arena. The narrator l'for example, 
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a bad call, struck 'the referee-'-his close friend--in the 

eye with his stick- (p. 7). The result is that t,he refe-

ree--significantly, the one responsible for the game's ju-

riadiction--"lost ,the sight of the eye permanently· (p. 

7). ,Thus, despite the narrator' s suggestion that hockey 

represents a continuing tradition (he has "record books [of 

the league' s history] going back a good long W~y" (p: 10]), 
9 

the present competi tion unfolds as an exercise in cha~~\. 
( One team-member, Carp~nter,' ·violating many silent agree­

ments," costa the 'narrator' a' team their cohesion and their 

ba t tl'e ( under scored by • Midwa y , " • bombed ," • trooping· ) , 

and, after his public humiliation by Seymour' (the g~alië),~ 

quf't~ in disgrace. Although the players hope he will re-

turn after the Christmas break, Carpenter vanishes. 

Sorne time later, after another game, thé narrator and 

Seymour are standing in the arena, foyer under "a big plas-

ter statue of ,the Blesaed virgin vith the Child in' her 

Arms" (p. 20). The statue has f·a circular electric halo" . , 
--like the illumÏ'nated arena. 

1 

Realizing that his team 
" 

lacks the spirit of merèy that would redeem their arena 

'from ita fall into division, the narratcir notes that "[i]t 
l' 

all fits in" (p •. 20). seymour, too 1 suspects they are 

guil ty of pride which has condemned Carpenter to exife. 

"We take a, pret:.ty high moral 1 ine, don' t we," he sug-

gests, " if th~ position has a' defect--I'm not sure 

it has--i t would be sel f-righteousness 1 wouldn' t 
.;.~ .. CP. 
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20) • In a moment of >self-recogni tion, thé narrator agree; 

that thelr limited and self-righteous perspective, has sen-

tenced the appropriate1y named Carpenter to be their· 

Christmas martyr. 

In • Light. Shinin~ Out of Darkness," the narrator' s 

+ excursion to~arQ the city~ s çentre corresponds with his, 

ascen tout. ,çf !l'oral darkne~s. The. story urtfolds as a drama 

of initiation as, th'e le~der of the Montreal' 9ypsies intro­
\ 

duces the narrator, to the universal dimensions of the human 
, 1 

arena. This,' the title suggesta,· ia his light ahining out 

of darkness. 

The narrator' a pi~9rimage to the 9 ypsy' s apartment on 

Chateaubriand (. shining,' ~ou.s.e") leada him through another 

prison of time. It ,is .. hell ishl y dark," and the "\)1ack 

co1d" of the February night freezes life. 
S 

A r~i1road, 

crossing, the "Iron curtain of Montreal," "severs the life 

flow of aIl the streets" (p. 28). 
\ 

Some times an undertak-

er' s hearse
o 

is spotted at the end of Tom'.s street, effec-

tively c108ing off the block. Climbing out from this land-

scape, framed by images of blackness and death, the narra-

tor ar~ives at the third floor of Tom' s spiralling stair-

case (a signal of the Grace he will experience). Entering 

the apartment, he experiences "a rich, mixed, impression of 

much pale electric light splashed patch after pat!?h of 

brill iant colour 1 high up in the room" (p. 29). As opposed 

té the narrow vision of the previous story, corresponding 
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with his "low" geographical position 1 i'his im'pressionistic 

, .. ~ vision "mixes· and emana tes from above. Infused by "rich" 

sensib ili ty r he enters Tom' s "fan tastic dream of vanished 

fleete • models of famous sail ing vessels of the six-

teenth and seventeenth centuries" (p. 30). This display--

eigr:tif icantl y associa'ted wi th the Renaissance of imag ina­

tive 'voy'aging--suggests to the narrator that past and pres-

ent can merge into a timeless mosaic. Wi th this revela-
. 

tion, the narrator illuminates this spot of time as part ~f 

the e ternal human spiral. A~ __ he explains: "Sometimes a 

calm scene like this, a rounded pêriod in the life of the 

imagina tian, will rest in one' s fÇicul ties ,. • • seeming to 

have special powers to enlighten and give form to the rest 

o'f our lives" ,(p. 30). 

Light gives .",ay to darkness, however, as: the narrator 

leaves the apartment. Reemerging into the "deadly cold," 

-the gypsies, now on1y "black silhouettes," warn him of the 

dangerous descente "What's his last name?" (p. 33), the 

narrator asks his fri~nd,' pausing at the bottom of 'the spi-

raI. "It's very funny, you know that? l've known him for 

years-. l can' t tell you his last name" (p. 33), the friend 

replies. Illumina ted by perpetuaI ose HIa tion between COI)l-

munit y and continuum, spiral' s edge and spiral centre,---~ 

these guides of mental travelling remain timeless and name-

less. Much la ter in the year 1 the narra tor states 1 he re-

turned "alone and unannounced ta drop in on Tom and his 
- .. 
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vite'" 'and "disc~vered ta my sorrow that they had moved on" 

(p.,33). none, divided, he ia deprived of their secular 

act of communion, at the heart of which is the sacred, spi-
/ -

ralling ~u(ron of an eternal commun! ty. 
" 1 1 

The nairra tor' a heig htened perception of the human mo-

saie, corresponding to a spiralling ascent, is inverted in 

"Bicul tural Angela" and "Around Thea tres. " In the se sto-

ries, the narrat,or' s trek about the fIat land belo,:" the 

mountain confronta him wi th two outcasts who embody the 

conflicting currents tha~ divide city life. 

In "B~cul tural Angela," the narrator witnesses Angela 

Robinson' s failed effort to "get aIl the way across" to 

Frepch Cafiada. Her betrayal by her French lover (he leaves 

her, Ior the Francophone victàrine--'the "real thing") sug-

gests the futility of attempting to traverse the city' s 

cultural barriers. The.perpetual voyeur, bicultural Angela 

remains between worlds: she is "as ambivalent as the March 

weather," but without "any promis~ of finenesa to come." 
. -

For the narrator, the physical setting refl'ecta not only 

Angela' s l imbo, but also the uncertain possibil i ty of so-

cial harmony in"Quebec. 

Set in mid-April, "Around Theatres" examines how the 

seasonal rites of passage unite the urban communi~y."- With 

the -April thaw, movie-going ~eplaces hockey as the ci ty' s 

"chief social cernent." Aa the narrator 'explains, it is "the 

"priving quality about early spring in Montreal that 
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.. 
arouses actors and cin6philes equally from hibernation" 

(p. 49), and sends them circu1ating around the city's cine­

mas. 'The association of movie-going with the April revival 

la suggestive of a secular liturgy that celebra tes the Eas-

ter resurrection of Christ. 

In this story, i t is Gus Delahaye who remains on the 

fringe of city life. Whereas Ange~a is condemned to her 

pariah status, Gus, "an enthusiastic planner of underground 

theatre movements,n who "aimed at eventually doing down 

films and T. V." (p. 55), infl icts exile on' himsel f • While 

the narrator acctlses him of being na Jesuitical self-tor-

turing actor, n Gus persists in his effort ta establish his' 

thea tre and free i t n from dependence on the drama tic li te­

rature of other'times and ,places" (p. 60). Bearing in mind 

that a Jesuit ia ol)e wryo ," ke~ps the ~ord of promise 'to our 

ear, and breaks it to our hope! "12 we ,understand the heret-

lcal nature of the actor' s rebell ion. When Gus' a tl)ea tre 

fails dismally, the narrator attempts to console him: 

'Anyway it' a ,a beautiful night," l said, 
'there' s nothing like April in Montreal.' 

. ISo'you're one of thoae saps that lets the 
weather affect you? Christ 1 man, the weather 
isn't good or bad, that's ~imply the pathetic 
fa1lacy, don' t you know that? It' s aIl in your 
emotions, the universe doeso' t give a damn about 
you.' He was very disturbed. 'Besides, God is 
dead. ' 

'1 don't think so.' 
'What do you know about it, any more than 

anybody else?' l could have made sorne answer, 
'but i t would have taken a long time. (p. 63) 
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As Victoria Hale sugqests, it is Gus's rejection of the . 
"inherent liturgical quality of the world around him"13 

that condemns him to sol i tary wandering about theatres. 

Aqainst this image of human alienation, the narrator re-

minds us that the Christological drama scores the rhythms 

of city life. 

In the fifth and six th scenes, "Le Grand Déménagement" 

-and ftLooking Dawn From Above," the narrator's movement to-

ward the foot of the mountain, and then upward to ,its peak, 
., <" 

coincides with his increasing awareness of the patterns 

that underlyexperience. 

As noted, the outcast status of Angel-a and Gus sug-

gests the conflicting social forces that disrupt city 

'life .. In "Le Grand Déménagement 1" the moving-day upheaval 

of May l reminds the narra tor tha t aIl are dispossessed by 
r' 

the passage of time. This annual ex ile suggests the .. evan-

escence of life": it is "a ruinous business," he explains, 
ù 

which breaks "so many patterns aIl at once." His v ision of 

a city "of nomads, eternally condemned to wander up and 

down Maplewood or St-Urbain ft (p. "68), becomes real i ty when 

he encounters two of these "wandering Jews. n The' story' s 

central concern is whether a spiri t of common human i ty can 

alleviate the burden of exile. 

The narrator' s first trial occurs when he meets "an 

ancient man," \Jho, Sisyphus-llke, n~pparently meant to drag 

'the weight [of his household effects] unaided across the 
. 

district ta his new home" (p. 73). While the narrator pro-

'. 



'. 

( 
-;-

. , . 

65 
'1 

tests tha t he' s "no Good Samari tan, ft his offer to transfer 

the man' s belong ings in his car suggests the incident when 

the Good Samaritan rescued the accosted wanderer aryd "set' 

him on his own beast" (Luke x.33-34'). The narrator's good 

will is retested when h'e encounters another "nameless f19-

ure. This man., na rabbi and a scholar, besides being a 

pr?perty owner n (p. 76), introduces him to the responsibil- .' 

ities of the temporal landlord. This time i t 'is a s.",ink 
. 

that must be transported for repair. Exam ining i t, the 

nqrrator discovers that n[i]t was a bloody battleship of a 

kitchen sink, divided in hal ves . . colossal n (p. 75). 

"A deep fissure ran down the division between the tubs 

••• leakage might certainly occur" (p. 75). The leaking 1 

divided sink thus becomes an emblem, for a falleri world", 

flawed by the corrosi ve passage of time .14 Having hèlped 

the rabbi, the narrator thinks the incident over until he 

appears mys~erious1y at his apartment. When he asks wheth-" 

er the crack is repaired, the rabbi is evasive. "That l 

cao' t say" (p. 79), he. repl les, while urg ing him to eccept 

t\o10 dollars for his service. This time, the rabbi' imitates 

the Good Samaritan: just as he gives the narrator two dbl-

lars for his service', so did the Good Samar 1 tan g ive the 

innkeeper, .o.,two denarii on the wanderer' s behal f .15 While 

the sink ' s .restoration is uncertain, the good will between 

landlord and tenant af f irma t,ha t the con t inui t y of brother-:-

hood transforma time from a measure of things lost in to the 

matrix for redemption. 

.. "ew .C1 



( 

,-., 

.. 

( 

... 

J. 
" 

, -, 
) 

" 

-Looking Down From Abo've" describes an ascent to spir-

itual heights that resolves the contradictions of cit'y life 

·below. The narrator recalls two excursions leading ta the 
• 

... ..... 
top o,f Mount Royal, both prefaced by encounters that sug-

gest a faii into time and decay. ", 

The first pilgrimage, beg inning in a downward motion, 

takes the narra tor th~ough an infernal pr ison of time, par-

alleling that seen on the way to the; hockey arena. The 

'" downtown neighbourhood is "murderous." The 'Eaton' s parking 

lot is "fenced" and "stinking n ~ 
l' 

"unfinished apartment 

blocks j ut up from the ruins"; and the sloping road "gets . 
little sun," obscured as it is by tomb-like "black marble 

and grey stone walls" (p. 81). n[F]ee1ings of mortality 

and a sense of -the passage of time" (p. 82) surnmon up a 

grotesque woman, aged and decrepi t, who personifiès the 

decay that surrounds him .16 Recailing the ancient wanderer 

of the previous story, struggl ing under his load, she is 

"'spotted "dragging her way up University." Despi te her dog---
ged appearance, the narra tor no tes tha t th is woman is ri full 

of lHe 1" with ft fury ln her eyes and extraordlnary purpose" 

Cp. 83). While he cannot fa thorn her reasons for con tinu-

ing, he understands that the passage of time that has dis-

figured her (is she. really a dwarf, as he' states, or 

shrunken by time?) will sorneday c1aim hlm. 

At ~his point, the narrator' s description of his con-

cierge 'and his wife la his way of telling us that the pur-

pose of his climb ls to escape the degeneration that char-

" 
" 
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acterizes life around the mountain. Just as the old >loman 

labours to continue under the strain of her age, so does 

Bourbonnais struggle to salvage a continui.ty to experi-

en ce • This is seen ln the way he collee ts newspapers--rec-

ords of human experience--and creates "scrapbooks of hockey 

pictures" of "the vanished greats of Le Canadien" (p. 84). 

The narra tor, however, desires to transcend the mutable 

plane of being that he first associates with the old woman, 

and then telescopes into the portrait of his own famili­

ars. As he expla~ns: "You can' t get too close, learn thei'%:-

names, start talking to them or you become i rrecoverabl y 

committed" Cp. 83). It is Bourbonnai~, however, who intro-

duces the narra tor to the lovel y grounds atop Moun t Royal. 

'Î'here, he joins the Bourbonnais family in their picnlcs, 

where an abundance of red wine' (la ter combined wi th bread 

in the narrator's solitary meal) is suggestive of,a natural 

Eucharist. That Bourbonnais connects profane and sacred 

'reminds us that the narrator searches for similar enlight-

enment. Thus, .w~en he states that he leaves the mountain 

because i t becomes overcast by shadow, we understand that 

he has falled to discern the numinous wlthin the natural, 

the divine within the daiIy. 

The next mountain climb, a few summers later, ls char-

acterized by a shi ft in perspective. M,eeting Bourbonnais, 

the narra tor, discovers an emacia ted man, ravaged by dis-

ease. "It wa's strange,ft he notes, ,"to obser.-ve the ghost of 
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,his usual self hauhting, as i t were, this unrecognizable 

and dwindled body" (p. 93). By seeing the double aspect of 

Bourbonnais, the purpose of the old toman' s climb becomes 

clear. We think of the old woman' s indomi table spirit con':.. 

cealed wi thin her physically ravaged costume when, he ex-

plains that "[i]n his shaky and hesitant movements, ! eould 

trace the sure-footed and energetic activity l was used to 

in him" (p. 93). l'li th tllis perception of the ind i v isibil i-

ty of mutable and permanent, body and spirit, the narrator 

concl udes his cl imb to the moun tain' s peak. There, he 

s"tattes, "I could see 'the main' east-west runway at ,Dorval 

twenty miles away to the west, as though it were right un-

der my feet. It looked from where l stood as if you coula 

step in a single stride onto the edge of the runway, or 
., 
into the next world" (p. 94). This time, looking down from 

above results in the connection of worldly (the runway) and 

otherworldl y (" the nex t world") 1 slope and summi t. As Rob-

ert Lecker suggests, the narrator becomes "a mediator be-

tween down and above, a link between here and hereaf-

ter. "17 Thus, it is a "strangely mixed perspective" that 

blende the polari Hes of this excursion in ta an image of 

the human continuum. At once, he connec ts the old woman, 

who awai ts her grail-like green light at the top of the 
1 

rise 1 to the youthful tennis players on the mountain 

courts, to Bourbohnais, still "soberly picknicking." "They 

were aIl within t:-heir rights," the narràt~r concludes: "Hu­

man purpose is irtscrutable, bt,lt undeniable" (p. 94). His 
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pilgrimage, then, has earned him the revelation that within 

the timebound body the spirit is timeless, indomitable, and 

undeniable. In extension, l.ife around the 'mountain ls per-

ceived in terms of an eternal spiral that begins in the 

depths of chaos and ascenda to the light of the Infinite 

and divine. 

As ve have been noting 1 the narra tor' s firet six ex-

cursions, culminating with a. pilgrimage up the mountain, 

engender à journey toward redemptlon, with its revelation 
t 

of ~he "nex t world 1" t imeleas and m yster ious. In the next 
-, 

six scenes 1 by. contrast, a course down the mountaln and 

around the city' s periphery Is characterl~ed by a vision of 

a. fallen world, subject to time and decay. That every a·xi-

al poInt o~ the city confronts the narrator with lts own 
." .. ' '" , 

"ghosts" and "ghosttowns" suggests an underworld ~oyage. 

We are immediately aware of the narrator's shift ln 
'=",' 

perspective in "One Way North and South." While the way 

north leads to the paradisal garden in ... Looking Down From 

Above 1" in this story the way sou th ,leads to the "dying 

district" of centre sud. Here, pastoral becomes purgatbry 1 

for the mountainside's Lafontaine Park does not invite as-

". 1 
cent, but rather marks the city's southern boundary' which 

"imprisons sixty-three thousand desperately con.fined lives" 

(p. 96). Once "cleared by fire and sword," centre sud ia 

now a "death-wound in the life of the neighbourhood"--aa 

bare as 'an n avenue of ghosts. n But" up the hill and acrosa 
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Sherbrooke, things change • • it was like cl imbing out of 

a pit,· and, once out of the city's lower reaches "there are 

no major barrier~' north" (pp. 106-07). The tit1e, however, 

reminds us that descent toward centre sud la a one-way 
i 

trip, and sU9gests that aIl subsequent excursions will meet 

with.a simi1ar "dead ~nd." 

In "The Village rnside," the narrator' s t.rek to the 

city' s west end confronts him with another "ghosttown." 

This is the "ancient village inside" suburban Vil·le St. 

Laurent, where the "ghostly presence" of ancient farmhouses 

suggests the passing of a rural lifestyle, "remote from aIl . ......... 

urban troublings of the heart" (p. 116). One of these 

farmhouses be10ngs to Victor Latourel1e, and ~the details of 

his 'dispossession assume the {proportions of an Adamic myth. , 
1 

victor' S l')amesake, Victorine, is the -Eve figure of 

", this story, for hers, the narrator maintains, is "the voice 

of progress." By coercing 'her father to sell aIl but the 

sm,9llest portion of his farmland, she propels her family 
~-:-~ , 

from pastoral tranquilli tY, into the new age. Recogn i z ing 

that "sooner or la ter his home would be swallO'ied upn (p .. 
.' 

121) 1 victor initiates his "strategic retreat.· He re-

mains, in failing health, on the corner" of his land--"a de-

crepit vestige of the past" (p. 125) that is "ready to f~ll 

off the edge into histO<t"y" (p. 118). The narrator suspects 

that it will be demolished within a reàsonable ti~e, and we 

are told, "[t]hat's how matters rest" (p. 125). . , 
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The narrator, how~ver, ls not satisfied to let matters 
• 

rest, and when he notes that Victorine buys a "split-leveP 
) 

hou se "li th the sale money, he alerts us tha t thei r world--

and his--ia irrevocably divided. Thus, neither victorine 

no~ Victor is victorious: the former has disowned her past: 

the latter is severed from process.
o 

It is wi th Victor., 
", 

nowever, that the "narrator' oS sympat~ies reste He imagines 

how the old man so~etimes "looks out of his windows at the .' .,." 

asp~alt seas surrounding him ahd see's cattle graziQg, his 

fathet' working in their th.i:c'k green •• • garqen, his uncle 
" 

. Anto,ine bent in a distan t corn field" (p. 126). This ia , 

"[h]allucinatory no doubt, but," he adds, "you can't,really 

,b~ame himlt (p. 126). That the narrator concludes his ac,-

cou~t from victor's perspective, and in doing so "halluci-", 

nates himself, suggests that he, too, mourns the passing of 

,thi s garden. _ 

"A Green Child" shifts ~irections from west 't.o east, 

and from pastoral nostalg ia to ~ modernist wasteland. In 

this story, "le, follow Thierry' Desautels ,as ',-Dt! chases a 
, .. '!.. 

loveiy girl with 'a flashing gt:ee~::::.scarf tTroug~ a concr~t~ 

maze of half-finished structures. As Dennis Duffy sug-

gests, the' story allows the narrator to place Thierry' S 

quest for this green child (she 
• / ca; , ~_ 

ls the personiflC"a tlon of 

"ï03t Nature" and "idealized sexuality," he claims) against 

his "vision of a timeless hell." 18 

C Thierry' s' pursuit takes him to the apoè~lyptic sound­

Ing "end of the line" at the eastern edge of Montreal,' 
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1 

through 'the Valley of Shadova (rue Valdo.bre), and lnto a 

-d.ep pit of .h.dov·_ .... sytlbolic grave. Bis .uspicion th.t: 

the elusive girl is only an -apparition" is c:on~irÎII.d when, 

vandering through a spectr.l labyrinth of ·de.ert 18onu-

•• nta," he sees ·a figure on a massive concrete slab rising 

b.fore him" (p. 139). ·What: it really vas," t-t" narrator 

ex.plains, ·v •• a peculiarly distorted concrete wman" (p. 

139) • Just as he illlagined Victor' s farJII swallowed by "aa-

ph.lt seas,· 150 does he nowenvisage how the li~e force and 

its questor are sacrificed upon the "aut.eI- o~ thl. con-

crete vaste land • 

In "Starting Again on Sherbrooke Str .. t," the narrator 

moves to the seven para.ount blocks of Sherbrooke Street , 
from peel to GUy. Deapi ta i ts museUII, art ga1lerie., and 

antique shop., he diacovers th.t the hollowness he l'las en­

eountered around the mountain 121 also discerned hera--albe-

it beneath an el_gant venear. "Now that things ara sO.lIuch 

changed, " the narrator explains, an aura of commarc ialislll 

ls rapidly enveloping the "e.sential part o~ 
1 . 

Sherbrooke 

stre.t.· ·porty yeara ago, or even t"enty,· he explains, 

·Sherbrooke Street Was impressiva in quite a different "ay 

• • • " (p. 144). In tho.e days, it evotee! a aens. of 

old-world grace, with its "c:lassic:ally dignified enclave of 

gre.t houses .nd tall old shade trees, gravalled carriage 

drives and wrought-iron gat.s· (p. 144). 

'f'he narrator perceivea the' passing ot this gent •• l 

lifestyle through his brief encountera vith Christopher 

.. 

, 
1 . 

.\ 

- ; 
1 , 

1 

, 

1 
.( 

\ 



, . 

( 

f 

1 
i 

t 
t 
~ 

1 

.. l , 

73 

Bo1t-on. of Sherbrooke Street'. upper cru.t--vho conrid •• 

ln hill the cS.taUs of hi. marital breakdown. A.fter care-

1e •• ly 1eavin9 hi. wif., BoIt resett1es in a lux ury apart-

•• nt: it la a handao .. e building, according to the narra toi:' , 

~ut not "part of the essential Sherbrooke." 'l'he embodi .. ent 

o.f Bolt'a spirit1ess existence, it represents "a retrograde 

step in urban lite-style • • [tor] [w]hat lt resemb1ed 

IIOre than anything • • • vas a cell" (p. 151). with de-

.criptive. like "conerete slabs," "muddy taupe,· "pen," 

,· •• phyxiatlon," and "stu.ffy," the narrator connects thls 
" 
tollb-lik. habi tat to the wasteland at the eastern reach of 

~ 

When Holt states that he has returned ta his 

vire, and is "(tlaking a fresh grip on thing8, you know, 

fr •• h start" (p. 153), the narrator fonaulates his defini-

ticn of the contemporary "Sherbrooke Street man." Rts pr .... 

vicu. limbo torgotten, HaIt la as "untouched" as the 180no-

lith he lnhabits. 

'l'he paral.ysis of the human spirit seen in '''A Gre.n 

Ch.ild" and 'î" Starting Again on Sherbrooke street" crysta1-
. ! 

li ••• Into a bleak illlage' o( cold. var in ·Predictions of 

le •• • Juat as Prost gives his v.rsion of an ice-age apoca-

lypae in "Plr. and Ic.,"19 i!J tllis story, as the title sug­

ge.t., so do.a Bood' a narrator imagIne that the shroud of 

ic. eov.ring Montr •• l' s river prefigures th. de.th of the 

A dockworkers' strik., th. sabotaging of grain ship­

.ents to Ru.ai., and the race to ahlp the vh •• t ebefore the 
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final lc. co ••• • proYlde the bac:Jtdrop· for the narrator' a 

doc:kyar'd .xcusion. 'rher., th. diacoY'ery of a beaten Rus­

alan aailor challenges hia conc.ption of the harbour as the 

agent of a transgloba-l co ..... unity (" It' s no accident that 

th. big river has a saint's name," he .aintains, ·thare'. 

8O •• thing godlike about the rivera" [p. 156]). Reality 

aurfacas when his friend from the !lour factory tells hi,m 

about incidents of "out-and-out sabotage" by local propo-

nents of ·political opposition, union oppoaition, COllllllar-

cial discon ten t· ( p. 165) • "You' d think that shipping 

grain and flour to people would be as popular as could be, 

in this country,· his friend wonders, -but we' ve had hun-

dreds, li terally hundreds of flour sacks slashed open dur-

ing loading" (p. 

aaks. -Feeding 

165) • • How do you figure that?", he 

the hungry, l seem to re!ember reading 
~ 

so.ething about that somewhera" (p. 165) 1 the narrator re-

plies. This thought alludes ta the incident when' Je.us 

resurracted desart places wi th loaves and tish. Sere, how-

ever, th. absent spiri t of humani ty transforms the global 

village into a paraI y tic wasteland, as intimated by t:he 

river' s shroud of lce. This is the narrato~' s dim fore-' 

cast: "It was .x tremel y cold and the ica seamed to thicken 

viaibly as 1 atarad at it. 1 watched the Rusaian' frelghter 

out of aight, then turned ta go. This cold. would not break 

civernight: the year was over" (p. 166). 

Predictions of lce are justified in "The River aehind 

Thing8," where two excursion's to th. frozen Rivi'r. d •• 
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prairie. culmina te in a tinal vision ot the human condition 

ch~racteriz.d by desolation and death. In these excursions 

the structure ot the narrator' s en tire journey around the 

.ountain is recapi tulated. That ia, the tirst outing en-

genders a voyage toward redemption, whUe the second traces' 

the purgatorial liay. 

The !"irst expedition, on "an afternoon ot great splen-

dour,· unto1ds as an initiation-ritual with the narrator 

introducing his son to the mysteries of th .. Spirit. ('l'ha t 

this is a journey toward salvation is- foreshadowed when the 

narrator states that his intention is to take his son away> 

from the other childrenl at home, sic:k wi th a contagious· 

~ flue This is because sicknesa or death was traditionally , 
brought into the world as a result of the PaIl.) A. river-

.ide picnic combines elements of Euchar ist wi th baptisra, 

for the narrator 'states, "1 took off his shoea and socks 

. . • and let hi. wade out a fe..., f.et" (p. 172). The sug-

gestion of the sacraraental ia reinforced when he litts his 

son "onto a big rock" to dry the boy's teet, and then, de-

ciding against thi., lets hill wa1k bar.toot. 'l'ha t ~,.r. 
1 .1If, .... 

teet are associated with the ihitiate,20 and the rock is ~ 
\.. 0 "" symbol of the church,21 alerta us that the narrator intro-

duces his son into the way of the Spirit. Spotting an 

abandoned dance hall, they play an old jukebox to which the 

narrator "whirled round and round" • in a solo dance,· "ac-

tuated by an obscura impuls.- Cp. 173). This impulse is 

connected to another illu,tration of The Way ~inc. his 

l, ., 
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tracing of the cire1e crea tes an image of the infinite and 

(Note that the Apocryphal Acts of st.· John 
l 

X --- mentions a round dance in which the twel ve Apostles circle 

around Jesus as the centre, who "wou1d have it called a 

mYstery." 23) The suggestion of initiation is reinforced 

when the narrator leads his son through th. se steps (" r 

took great long strides wi th his cool bare feet pressed 
,. L 

against mine;\ [p. 174]), ,and with this, into °tne nature of 

eyc1ical time or continuity. As 0 \le have observed 1 the 
o 

~irst dance to time seen in .... the hockey arena concludes with 

a fall into divison and chaos. In contrast, this dance in 

unison ends with a time1ess covenant of love: "The lest 

'"' quarter fell into the coin box and thera was silance. 

Then, '1 love you, Dad.· 'And 1 love you'" (p. 174). 

The second, sol i tary excurs ion takes the collection 

full cirele to Christmas Day. As opposed to the previoua 

1ight-heerted music, the narrator begins this trip ",ith the 
1 

noise ot his son' s war;,.-toy ringing in his éars. (The in-
-, 

fernal nature of this journey is foreshadow~d by this asso-

ciation of the Christmas present wi th a world characterized 

by v10lence and chaos.) When he arrives at the park it ia 
o 

deaolate and ahrouded in a spectral "misty paIl," and he 

atates, he ·couldn't reereate the feeling of our earlier 

viait" (p. 175). Their ... "paths undiscoverable,· thi" time 

he adopts initiete status, noticing a .. fe", black footprinta 

• • • here and there in the wet anov covering the park" 

CP. 175). These footprints 1 e .. blematic of .. the forll im-
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pr •••• d on th. unlv.r.. by the pr •• ence or pas.age of a 

daity • • • •• a guide ta the follower or devote.,"24 leal1 

the narrator to ehe river behind thinga. There, a "solita-

ry black figull8," wrapped in. a ghostly awirl of greying 

.. iat, silentl y su9gests the universal path of humanity: 

ae held a long black pole vith which he jabbed 
repeatedl y at the ice. • • • A breeze st irred 
••• vrapping svirls of vapor around the lonely 
black figure; aIl at once the scene composed it­
sel f into meaning. Everything in my range of vi­
sion vas softened or obscured b mist exee t 
thoae a91 tate th n lack mbs. l ra se my 
eyes to the source of the river 1 several miles 
westwards where the lake contrac ts. Shore 1 vat­
er, air were aIl enveloped and changed, the city 
nonexistent. Far off northvest, the high hUIs 
rose ghos tly from the mel t ing ice and snow. - (p. 
175: em~hasis added) 

The nu'rator' s final view is in sharp oppoaition to 

the "richly mixed perspective" of "LooJcing Dawn From Above" 

that joins earth and heaven, mortal and immortal. aere, 

looking up trem balow, the mountain itself beco.e •• spec­

tral shadow, le.ving only this d.solate figure (a Dance of 

De_th: figure, according to Hood 25 ), fishing for sustenance 

againet the •• ason' s freeze. That the collection's final 

i.age combines fishingt a frozen lak., and a ghostly, al-

!lost imperceptible mountain sU9gests that the pilgrim' s way 

ara und the mountain is gov.rned by tim., d.cay, and d •• ola-

tion. And whil. th. Pur'1atorial Way ia beietly softened. by 

a gliraps. into the eternal, it, too, disappeara with a 

.ense ot • fall Ings from ua, vanishings. ,,26 
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As noted in Chapter Tvo, Around the Mountain ia ar-

rang.d according to the presence an'd absence ot a aynthetic 

lIIode of vision that joins locale and universe, timely. and' 

ti.elesa, dail Y and divine. Thi s ehapter examinea how 'l'he 

Fruit Man, the Meat Man " the .. an'ager shitts the emphasis 

from a pere.ptual form of communion to the communion that 
. i 

ia assoeiated with communication, and on a broader level, 

vi th co ... uni~y. Guided by it. epigraph, this collection 

propose. that • Human art and love are IIIOdel s ot immortal i-

ty.- In an interview with J. R. (Tim) struth.rs, Bood 

pointa to the unitying princip1es of this. collecti.on. Com-

•• nting upon the epigraph, he sta tes that - • • • the thre • 

• • highest forms ot human activity are r.Ugious prac­

tice' .nding in vorship, the height of human art, and human 

10ve.- 1 By thia, Hood aU9gesta that art and love--forma ot 

co_unication that uni!y th. hu.an body--allow ua to "dis­

cover the totality associated vith communion within th. 
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f.bric o~ society. Thia co,llaction' a theai., tharefora, ia 

that tha.. linking agent' that .atabli.h a chain of broth­

~OOd fuHill the sallie, function os co •• un ion with tli. 

w !t~. In terms of "human art," the collection shows how 

narrative a synthesize diverse times, places-"- and perspec-

Uves into a coherent design. By creating an understanding 

of a universal communi ty, these narratives become models of 
, 

the all-encompa8sing Logos and i ts scripture. In terme of 

"hUlDan love," participation in communi ty is the daily sac-

r •• eht: that makes thia unit y apparent on an Immediate l.v-

el. Subsequentl. y, protagonists who transmit the value of 
~" " 

brotharhood, or widen i ts contexte, assume the pÎi0portions 

of apostle. or • saints." Conversely, those who abuse com-

aunication to gener;s.e discord aré the collection's false 

.• postles or "sinners." Si",-ilarly, protagonists whose daily 
" 

actions seal a bond of common humanity are partrayed as 

"'Hoats." These are the collection' s "meat-me_n," the (lame 
------

ltself underscoring the sacramental value of the fraternity 

they ôffer. Accordingly, ~he "solitaries" who refuse their 
c 

offer of t'raternity ar~ failed communicants. The collec-

tion' s cen tral question, therefore, i~ whether characters 

, strengthen 0 the bonds _ot commun! ty through art and love--

scr ipture and sacramen t. with these "synthetic media, the 

timaless unit y aasociated with sacred communion is experi-

enced in the course of daily existence. 

Whila the epigraph detines the tirat three stories as 

a "deliberately-related triptych," 2 thia chapter will dem-

1 
j 
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onatrate th.\:: the. entire collection is triadically ar­

rang~d. oevoted • to tifteen probationer;s for cOlIIDunion, 

five triads are sequenced according to the fulfillment, 

neqlect, and corruption of human art and love by models of 

-saint.," ·solitaries,· and ·sinners." 

The twelve stories folloving the opening triptych are 

divided into two sets of tr~ds. Th. second and third tri-
.. 

ad. begin as "saints" establish the secular counterparts of 

cOlIl'lllWllion. This is seen as Brother Andr6 of Il Brother An-

dr6, p~re Lallarche and My Gràndmother, Eugenie Blagdon," 

and M.naham L'Iboahutz of "The Hol y Man" in.p~re thei.r com­

Illunity that the continuum of hu'manity that cOlles vith man' s 

devotion to othars parallal. the ilDmortalJ ty sough"t through, 

devotion to his Host. In addition, the nari'ators of these 

-atori.s freate a "gospel"--literally "good news"3--that 

aharea the rede.ptiv. actiona they have, vi tn'esaed wi th a 

univeraal' narrative co_uni ty. In the,' central .tori.s, 

-The Good Tenor Man" and "One Owner Law Mileage," "aolita­

ri ... • 'refuse communion ",'ith th.ir profane Hosts. Ju.t as 

B~nnon saTl::s, his friendahip wlth the neighbourhood delica­

t •••• n-owner, so doe. Mr.. '!ting.land neglect h.r husband. 

80th triads conclude as "sinnara- portray and perpetuate 

aocial collapa •• In -Plac.s If ve Never Been, - a terror-

ist'" propaganda cau •• s violence and oppression. At the 

conclusion of his Passion--a canoe trip to the wildernesa 

--thia fals. apostle discovera that h. "can walk on wat.r· 

'*. E,'S,'" 
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on1v with the support of the community he has destroyed. 'J 

In ·Harley Talking,· Harlay only talks human down-

~all, having nei ther the compassion, nor to alle-

viate it. Like the terrorist, he sustains .., world 

eharacterized by chao~ and ruin •. In addition, the "experi­

mental"4 nature of these stories serves to technicall y dem-

onstrate 'the consequence~ of abusing communica tion. Just 

as the terrorist and Harley destroy social cohesion, so is 
, 

their discourse fragmented and discontinuous. 

As noted, the second and third triads begin with the 

fultillment of art and love--aesthetic and social commu-

nion. On one hand, the "saints,· Brotber Andr' and the 

·holy man," Menahem Luboshutz, advise their followers that 

by .nforcing a spirit of common humanity, they May discover 

,the unit y associated vitn communion within themselves. On 

the other hand, the narrators of these stories establish 
.,i 

the aeathetic counterpart of communion. By connecting di-

ver.. places; ti ••• t and perepectives, they ".monstrate 

that the imagination may discover the .wholeness of the uni-

ver.e, and vith this t of lts Creator. In contrast, the' 

final triads open aa "sinn.rs· provoke social and spiritual 

collapse by corrupting authentic co_unieation. In "The 

009 Explosion,· i~troducin9 the fourth triad, TOm and Con-
, 

ni. Puea. are two ·con artists,· whose s.tire on hUlDanlta-

riin ceus.s provoke. a "communications breakeSown." Just aa 

this couple distorts the ... cular ward, th. Archbiahop of 

i 

'. 
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·Cura Pastoralis,· opening the fifth triad, deflates the 

sacred. Failing to convince a young priest of thè value of 

his calling, he disfigures both their spirits. 

As in the central stories of the second and third tri-

ade, moral apathy prevails in "Paradise Retained?" and "The 

Fruit Man, 

ta~ed?" , 
the Meat Man & the Manager." In "paradise Re-

Lassi ter, who epi tomizes "the psycholog y of a 

solitary," envisages Terre des Rommes--a model of global 
, 

unity--as a "dying Levia than. Il Rather than participate in 

communfty, thus revh:ing this "World of Men," he Inhabite 

an emoti~nal. and spiritual vacuum. In Il The Frui t Man, the 

Meat Man & the Manager," three grocery partners-':a profane 
.... 

Trini tyS--,become the "solitaries" when they are forced out 

of commission by theIr lack of faithful customers. By re­

fuaing communion vith th.ir profane ,Hosts, these clients, 

lite Lassiter, ignore the pres.nce of hUalan, and. indirect­

,ly, Divine Grace. 

Whereas the second and third triads conclude,with the 

corruption of authentic communication, the final stori.~ of 

the.. triada are divided in their outco .. e. In "The Singa-

pore Ratel}" concluding the fourth triad, Lew Cutter la the 
, 

• .1nner" who corrupts co •• erc ial tranaactiona--another form 

of dialO<Jue. Bxploiting ,the account .. entrusted to hi., h. 

cre.tea a .. y.te. o~ fal.e credit. The t~nty-seven aatety 

boxe. in his charge, alluding to tbe ca.bined nuaaber of 

boop in th. 0115 and Nev Te.t_enta, underacore the .acra-

... 
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.. ental value of trustworthy co .... rce he detil.s. ,In the 

tinal story, "Whos paying for thi~ Call- [sic], the poet 

who plagiarizes his .",ay to tame, by contrast, "'pays" for 

the àbuse of his medium. P'orced to acc~pt the collect 
,~ 

"ca],l" of a dyiri9 devotee .",ho requests some healing words, 

this "sinner" le.arns the price of his deception'. 

l'a throug,hout The Fruit Man, the Meat Man & the Manag­

.!!' the final emphasis is upon the sacramental value 'Of 

communication. "krishl1a and christ probabl y same word 

[sic]" CP. 207) "1 the collection concludes. While the poet 

has corrupted the ward, its" tunction, \ he discovers, ils to 

transmit the universa1 value of taith, love, and truth. 

These, the collection proposes, ar4il the synthesizing ele-
. 

ments of communi ty--and cOllUllunion. Thus, fi fteen stories 

--the introductory triptych plus twelve moré--present the 

OPpoSi~9 paths of, "sa/ints," "aolitariea," and "sinnera." 

These' modela and antl-models of "human art and love" illu-

minate the way to.",ard a community governed by authentic and 
" . 

life-enhancing forms of commmunication--the daily sacra-

.ents and their scriptur .• that eeal aalvation. 

It ia not gratuito\;é that Rood' titles this collection 

. ~tter thre. groc.ry partn.rs .",ho, in their perseverance to 
. " 

< 

r ... in united d."pite ~àiling loyalty, become the profane. 

count.rpart of the 'l'rinity. 'l'he collection' s message, 
, -

tlterefdr., la that juat 'as God manifests Rimself to •• n 

through th. Inearnation ot Si. Word, so do th.y, by repro-

, 
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ducing' His spiri t of unit y , affirm that there la :; "perma-
_ _ ..J!___ _ ________ _ 

nent hold of God in man' s very being ... 6 

The opening .sto~ies, a "deliberately-x::eIated trip­

tych," as the epigraph states, explore three visions of 

"heaven": t'he first in tranquil Williamstown: J:he second in 

devotion té art, love, and worldly auccess: and the third 

in romantic love. Introducing the hypotheais of the col- ~ 

lection, these stories attem'pt to determine how Paradise 

can be realized on rrth wi th . others--whether, 

"human art and love" are "models of immortali ty." 

in fact 1 \ 

"Getting ta William'stown" examines the circumstances 

surrounding Henry Fessenden's dying vision of pastoral Wil- . 

liamstown. That the idyllic Williamstown has pecome the 

hallucination of a dying man suggests that his idea df 

~rthl y perfection, l ike Paradise, has beÉm lost.· This 

s·tory· s central question, therefore 1 is whether this 1 per­

,force, is the "terminal" condition of Fessenden's life that 

has prevented him from "getting' to williamstown." 

. In stream-of-consciousness flashback, Fessenden' s 

ill&g ination transports him from his present hospi tal . room 

back to 1934, then forward through the fifteen years of 

". travelling through Williamstown. These fifteen years mea-

• sure Pessenden' s spir i tual;~ "progress" that allows him, 

through a series of profane sacraments, to cannect dail yo 

vith Divine. (In Christian symbology, fifteen ls the num-

ber associated wi th progress as i t le the combined number 

........ -----------. ---------""',"'I!.4iI!\!lNi .. 'I!'I·z!"l'liP._ ;a .... "" ...... ,----~--
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of çardi~ "and derived virtues. Jacob's ladder, joining 

earth and heaven, lIIan and God, ~refore, has fifteen 

rungs. 7 ) During these pilgrimages, Fessenden assumes the 

rol,e of spiritual "Father": he teaches his ,chUdren ·what 

the highway signs meant, a cross" (p. 10: elDph~sis added). 
" 0 -

Together wi th the proprietor of the general store-~his pr~-

Jane "R9st" who "believes he knows him"--Fessenden initi-

ates his children into' the mystery of the Spirit. As the 

grocery wner prepares their picnics--biblical suppers pre­

'\ j)ared fo the redeemed--Fessenden directs his chUdren to a 

gas pump that fills with. "clean brilliant red fluid." The 

red liquid (the sacramental wine) and the Dleat from the 

" 

propriet r (a facsimile wafer) are the complementary em-

their Eucharist. (In C hapter One, we no ted how 

the nat al Eucharist in "P'lying a Red lUte- similarly en-

genders a daily bond with the eacred.) 

Ca itulating to his famUy' s materialislD, Fessenden 

his dream of moving to Will iamstown, and remains 

in fas ionable Town of Mount Royal. But just as Fessenden 
'. 

forsak s his "Father" in Williametown, 80 is he deserted by 

hie ch~ldren uPon the death of h.is wife. Their hospital 
i 

visi ts! return Fess~nden to the present: his son bull ies him 

to finance his business: his daughter quarrels over her 

share 'of hie will. only approaching death is Fessenden's 

generosity returned., In his final hallucination, he imag­

ines fhat __ thê orqerl ies surrounding his bed form a death-

1 
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~( .. 
with their,~as8istanc:e, he la final.ly IIgetting to 

Wllliailstown·: "Being carried Along the top of the, hi 11 

• as these sill baar me kindl y up the aisle" (p. 21). .; • • 

"Many a green laIe neads must be / in the deep wide 

.ea of misery," states the epigraph. Echoing the final 

word of the story, it is an ironie rebuke upon Fessanden's 
c) , 

apathy that make-s the funeral ttaislè,tt his oRly recourse to 

his Edenic" ·'island o~ green." Kent Thompson comments that 
" 1 

Fessenden "has 'liven up his Pa'radise for the sake of his .. 
... t~ t 

feaily--surely a very Christian thin'l to dQ, for he has 

forsaken h~s heaven for the love of others. "8 While Thomp-
- i • 

o ~ 

son argues that Fessenden' s 10V'tf of family and his vision 
, , , 

of heaven are ,incompatible, the collection proposes that 

the' unit y ,engendered by human love transforms, this world . 
into an earthl y ~~radise. It is Fesssenden' s f~.ilure ta 

c'onvinc:e his family this ia so, therefo~e, that loses him 

hi. heaven on earth~ • . 
- , ,. 

Rood disc.laims Thompson' 8 "paradise 

Lost" interpretation when he states, "I think of the heav-

enly city as existing now, and of the earthly and the heav­

enly cities as really interpenet,rative aIl the\ time. "9 Al­

though Fessenden ,sees this model of immortali ty in peaceful. 
\. 

,:-' Williamstown, his fail.ure ta cOlIIIDunicate his vision renders 

i t a dying dream. " 
In "The Tolstoy pitch," a novel, or .. human art" stands" 

between Frank Pastore, a writer-turned-ascetic; and his re-

demption, or "immortal.ity." 
, ~. 

As throu'lhout the, ,collection, 
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thi. .tory a .. pha.ize. that communion vi th the Eternal ls 

preflgured by unions consummatad with others. The story' s 

central concern, therefore, ls vhether Pastore, a ·cloaed-

lIlouth wri ter,· like Fessenden, will choos. the sol 1 tary' s 

course of silence .. In doing so, he would abandon his com-

.unity and the secular communion that seals salvation. 

As'does -Getting to Williamstown,· -The Tolstoy pitch-

locuses upon a moral dilemm4. on o~e hand, Frank may ae-

cept his agent' s proposal to ·come on vith the 'l'Olstoy 
1 

pitch. - 'l'l'lis taItm refers to the ,advertising st~ategy 

vhereby Frank, using his prestigious reputation, would pro­

.... ote a movie before '1t:s release by styling' its s'cript into 
. 

a. novel. 'On th .. other hand, he May r.jec~ the deal and re-

t'ain. his artiatic ·pride. , His pride, however, would only 

~gravate his peculiar predicament. Aa Frank explains, he 
; 

:feels himself approaching the - invisible- l:ifestyle C;;f the r 

pseùdo-saint :' 

The trouble is patent, obvious, what we have ia 
tne classical f:(rst stage of the rél igious life, 
the gradual detachAlent from sense. 1 love my 
f~iends, 1 love my wife, 1 love Gad, but things 
.re beginning to ,melt on me and run off the 
table. What am l g01ng to do if they go alto-

· gether? ,Who ever heard of a wri ter in this fix? 
(pp. 30-31) 

The \(ri ter-turned-ascetic in question ia, of course, 

~lstoy: moreover, the con.equence. of Frank' s withdrawal 

are fQund in, the deterior~tion of Tolatoy's writing and ~i. 
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.arriage. lO Frank, however, fears this outcome. "A writer 

cares about the vorld and the fleah, by definition. Be 

must. What happena when that goea?", he protests (p. 30). 

"A Serious call to a Davout and Roly Life. NO, no spare me 

that, 

than 

for Chr iat' s 

he realizes, 

sake" CP. 30). ",His words rin,# truer 

for only by devoting himself to the 

world--his wife, his friends, and his novel--will Frank be 

acting for "Christ's sake." In Truating the Tale Rood pro­

poses that, in the manner of a "Tolstoy pitch," the trans-

mission of The Word depends upon sellin9 a valuabl~ reputa­

tion: 

The two guarantees of actual1ty are the Divine 
signature, and Roly Scripture issu1ng' in public 

.' . worship by me ans of a sacramental system, not a 
,ystem of symbols but of sacraments: the Real 
Presence. You have to get the word to the out­
lets to put the goodS across. 5e11ing is strange 
• • • human. It ra more than human ~ i t is div­
ine.l l 

Al~hoU9h Frank's decision to write the novel (it 

sounds oddly like a pa~ble to him) will seemingly return , . 

hi. to the world, its title'su9gests otherwise. That "80w 

Much Land Does a Man Require" is, in fact, a Tolstoy. para­

ble / 12 and mor.over, one written in his ascetic ~riod, 

alerts us that Frank ~ay reve~t to seclusion. ,Nonetheless, ~ 

. Frank chooses to wri te aecular tales for a sèclilar auèU-
. , 

.nce. Tolstoy, by con-trast, denounced worldly concerns, 

particular1y his litera:fY and marital life; These,' he be-

" 
JP t~'4 ~~ • 
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li.ved, vere the pi~falls of the prechurch Christianity he 

.spoused. Road, however, contends that vorship finds its 

profane model in "human art and love." As \ole have been 

noting, these, Hood believes, are the media that join man 

to others, just as sacred communion joins him to his Host. 

" ~hus, only by abandoning the Tolstoy life and its world-re--jection for:: the "Tolstoy pitch" that promotes the vord 

amongst men can Frank find his authentic mode of devotion. 

With this, then, he may become a true apostle--a "shepherd 

of souls" as his surname suggests. 13 

In "A Solitary Eve," the abuse of communication as a 

tool (Ç)r dec.ption transforms one man' s. idea of romantic 

love into a vision of chaos and hate. The plot unfolds the 

betrayal of Peter, a false apostle as his name suggests. 
-, 

Manipulating the language barrier, he lures away Janine--a 

Prancophone like hlms.lf--from his Anglophone friand, 

Charles. 

The story opens as Peter and Charles, ·old valued 

friends,· both media-men for the C.B.C., lunch together at 

their regular restaurant, Le Normand. AS they share a bot­
ti., 

tle of vine and '''break bread,· th.ir unconsecrated mass ia 

presided over by a liturgy of double-talk and prejudicial 
-

stereotypes. When discussion turne to Charles' s romantic 

interest, Janine, a co-worker at the C.B.C., Peter's inter-

est is aroused. un~er, the preten •• of offering some advice 

on courtehip, he ~equ.st. a description of toe girl. 

Ml j SA; 

! 
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Charles complies with a stereotype--another form of mlsrep-

resentation. The lunch is finalized with peter's recommen-

dation that a skating date ia 8an excellent move, 8 and we 

soon diacover for whom. 
L .. ' 

8 ~ curious Romeo-and-Jul iet relationship· develops Qn \ 
l 

the skating rink., Sensing that he and Janine are an un-

~ikely combination, Charles notea that they are not Wexact-

ly the classic pairs posItionW (p. 49). Here, hovever, 

double-talk ia the benign vocabulary of romance. The sexu-

al innuendo behind Janine'a statement that it is her first 

time skating reminds Charles of -the Queneau novel and [he] 

relished his aurge of mirthW CP. 49). Queneau's diatinc-

tion for humourous ·language games·14 ia contrasted to its 

malignant use by peter--auapiciously spotted skating Wat a , t 
sickening pace •• going like hel1 8 (p. 50). (Hood's use f 
of the ~rench noveliat Queneau ia of particular interest. 

Queneau's aim -ia -to make communic.tion èasier, more natu-

raI, more real, -15. and, in his ovn wc:irds, W to bring the , 

~------~ Prench language near to the language of men.- 16 This high-, -

lights the c;oliection' s emphasis upon authentic cOllllllunica-' 
, 

tion aa the agent of communion--secular and'sacred.) Peter 

invi tes' the pair to the Gourmet Restaurant which he rnaps 

out: wJust up the hill • . This'park is just on the bo~d.r 

,you know. This is French, that's Jewish, and there's ~ft 

orthodox temple on the cornerw Cp. 52). An expert on cul-

tural barriers, he manipulates them toward onerous ends, as 

( 
'. 

, 

\ 
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discussion of his bil ingual network program reveals. In 

this project, Peter reverses the ..1'0rk of his namesake, st. 

Peter, for rather than make the word accessible, he insista 

there will be no translations. Neither are there transla-

-
tions amongst this triangle as Peter draW8 Janine to him 

through their common language, excluding Charles in the 

process. Peter 1 S manoeuvre succeeds as Janine offers to 

join the project after quitting her job, significantly as a 

translator in International Service. 

'l'he story cornes full circle as Charles finds Janine 

and Peter, "heads together" (like Janus, the two-headed god 

of discord, after whom their pr,oject is named) at Le Nor-

.and. - The restaurant is now revealed as the appropriate-

ly-named setting for a c::losed society from which' Charles, 

the Anglophone, is excommunicated. "Lies," he thinks, 

" • lie. all around us. ••• ~ fight • fi • this .' • • 

ti.e 1 1 11 fight, this time l want· my rights', I III fight, 

l'lI fight" (p. 54). Thus, "inter-fàmilial relations" ti-

nall y "reach the point of violence," wi th Charles deter-

.ined to defend ~ia rights to love. On one hand, by fight-

ing the communication barrier that' has stolen Janine trom 

-
hi., he lDay regain his "e",."--his "lDoat preèious possea­

( 

aion.-17 On the" other 1 by retaliating with the same 

treacnery, he Blay be'come a "solitary e,we"--a lost member of 

the Christian flock like the media-manipulators, Peter and 

Janine. The title, then, reflects the dual nature of 1an-

guage--use4 to .ever o~ unite. 

Ft .. aU ... 
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The central panel of this triptych, describing Pasto-

reis rededication to, and synthesis of, human art, love, 

':-:--.. . " 
and worship, stands in relief against the solitary courses 

of Fessenden and Charles: the former by choice, the latter 

through coercion. Each story concerns a choiee and a sac-

rifice. Fessenden gives up his vision of heaven to be a 

good fath~r~ Pas tore abandons the Tolstoy life for the Tol-

stoy pitch: and Charles may substitute his pursuit for love 

wi th revenge. Each panel presents a fraudulent role that 
" 

confounds the transmission of. th, virtuous and autheritic. 
, 

'Fessenden is pot the good father he believes be Is, since 

his material generosity leaves his children morally bank-
~ 

rupt. Pastore does not sell out the true and good, but 

rather buys in to its conveyance within the world of men. 

And Charles learns' that he is surrounded by cul tural dis-

cord which, through his own stereotyping, he has helped to 

propagate. Thus, -human art and love- are sequentially 

neglected, fulfilled, and' co-iru-pted. Fessenden fails to 

transmit his vision that human love--the counterpart of 

Divine love--may' transform this world into an earthly Para-

dise. Charles condemns language as the age-nt of deceit in 
> , 

a vision of hell. Pastore, by contr~st, commits hlmself to 

the writing of a novel, and in so doing, May discover the 

spirit of communion that lies within the community of man. 

In - Brother Andr6, P're .Lamarche and My Grandmother, 
• 

eugenie Blagdop, - <?penlng the second triad, Brother Andr' 

.' 
4;"'" 

l 

1 
! 

-~ 



( 

93 

and the narrator of this account show how • human art and 

love" are indeed "models of immortality." In this story, 

sacrament--actions confirming brotherhood--and scripture--

narratives that widen the contexts of community over space 

and time--transform t,he total i ty conferred by communion 

into a property of daily life. 

Blending documentary and imagination, the narrator re-

creates the visit of Brother Andr~ (an authentic historica1 

figure whose sainthood is now confirmed) to the French Can-

adia':l commu.nity of Toronto in 1910. He has seen Brother 

Andrl only once, and at that, in 1937, the last 18ar of the 

religious 1eader's life. "1845-1937," the narrator ex-

plains, • [Brother Andr" s birth and death dates] exactly 

circumscribe a simpler age than our own( when kinds of be-

lier and d.votion vere possible that are no longer poaai-· 
, 

ble" (p. 57). This expressio'n of d<iscontinuity, coupled 

vith a 10lls of faith,. implicitly points ta a Fall irito 

time, and with this, away from original unity. This,_ how-

.yer, ia revealad as an ironie stance as the narra tor' s 

commitm.nt to getting "the impression down accurately for 

the record" (p. 58) compels him to c.0nnect polarit.ies of 

space, tiiDe, and perspective-. In ,doing 5O11 he composes a 

" .. cular_ scripture" which, as ~orthrop ',rrye e",plain~, de"', 

liv.rs lia single integrated vision of the world, parallel 

to the Christian and bib1ical vision."18 

Relying on family folklore, the narrator 'describes 

how hi. grandmother, Eugenie Bla9~on, speak~n9 for her com-

--\----------------- -
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munit y (a8 he does now), solic'ited the aid of Brother Andrl! 

to Wrescue their sister,· Rejeanne Moore, from her lapse of 

faith. Complying with her request, the thaumaturge entered 

Rejeanne's house, where she has secluded herself, heard her 

confession, 'and returned the pen,i tent to her communi ty. 

This, the narrator informs us, is an extended Wfamily" 

where "everybody • • knew everybody else and minded ,their 

affairaw (p. 65). 

In terms of "human love,w therefore, a community's,re­
• 

gard for its ,members results in the restoration of Mrs. 
~ 

Moore to her 'home in ~od, and in men. This action ~xemrli-

,fies the collection'a thesis in that a community's affirma-

tio~ of unit y allows it,to experience the totality associ-

ated with' communion within, itself-: In terms 'of, "human . , " 

, 
art,W, Kr's. -Moore's pasaage ,frorà iaolfltlon to commu~ity,. 

,doubt to faith, ia paralleled by' the ·narrative action'. By 

rei:urnlng back' toO 4 -slrlpler ag.," th~ narrator confirm:, 
, . 

the pos.ibility of fusing paat into. present, an~ jn exten-

si~n, community into co~tinuum. In this mariner, the narra­

,tor',à .resu~rec:tion of co_unit y mythol09Y "tor the 'recoz;d'" 

r~àults in an act of aeath.tle communion '.as he joins, him-

'" .~lt, the ·r..ader, and . th. saint. in a' ti.el.ss article of 

" 

- , 
fai'~h.. By. r __ ~.ar.ain9 cultural forma, the nall'rator ful'filla 

~th. sto~y-t.ller'a f~nction, which,· as Hood explain~i *+s 
, 

.tha.t ~f -,glvirig aaB,uranc~ ~o - ~i. ~ead~,:a. o~ hearera / 

p6r..i~teric. of t,he inner value. of their culture;w19 / 

the 

, . 
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Just aa .the narrator' s account ~llu.trates th.,. power· 

of art to upify exper ienee, so does Rood' s blend, of fact 

and imagination refleot his belief that~ th!s synt,heais ia 

founded upon a Trin~tarian concept ot"unity. Whi~e critica 

respond to th!s story' s histor,ical appeal (they assign the 

narrator's recording impulse to Rood' s -documentary 

zeal- 20) , Hood suggests a more profound level of meaning 

when he, states that he ia writing -documentary .,fantasy.IÎ"" " 

As Hood explains, he blende -fact and fiction- -to give an 

exact" aêcount, in the' most precise and 'credible detail -

available, of aomething that ia purely imaginary.- 21 And, 

he adda, his material ia -, [i]maginary' in the a.nae of 

'enviaioned', or 'made into art'.'" 22 For' Rood r then; 'docu-
, 

.entary ie npt ~n end in itselfi'-rather, it permita an aes-, , 
- ., 

·..thetic of _ worahip that diacerne the divine in the dail..y, 

the Biatory of Gad in ,the documents of mankind. !hus, wben 
~ , 
the n.rrator create~ an image of a man' who ia surrounded by 

-so •• nU~inous envelope greater than lif.- (p; 71), he does 

not depen~ exclusiv;ly upO,n ver-ifiable fac.ts. Illatead 1- he 
, 

ciolDbin.s documentary and fantaay--" the facta, and the fa'et.a 
- < , 

tranaformed by the image-lDaking power"'23_-to del iver the '" 

noua.nal within the natural • Thia iia po,aible, B6od' b ..... 

lievea, becauae - • • • [t]he'iqner ~ruth of ~he, incarn~-
" 

. ' 

tion impliea that we are now able to contemp~ate pur. b.ing 

vith!n the 'wôr,ld, inaide oura~lvea.·24' 
. . 

On a final level, the acc:ount partic"ipat.a in a, textu­

~al c9IDlDunity. SilDilarities in p~ot auggeat that thia .tory 

.,J 
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. ia in reaction to the nihillatie tenor of !. M. Porater'a A , " 

Passage to Ind la. 2S, In that novel, Kra. Moore' a passag_ 

trom communi ty, to iaolati.on, and finally', te) deatll, re-

fleets Porster' 5 Eaatern-influ,enced belief that ma'tel=ial 

being ia by nature irrational and insignificant. 26 In:con-
. 

traat, Hood ma.intaina that we can converae with thia world, 
" 

and in dolng so, vith lts Creator. Challenglng ·Eàster~ 
. \ 

lIetaphyaica whlch, ,he belleves, -d ispenae wi th thia world ,-

he argues that W ••• ' the universe does'make sense, and ls 

intelligible because profound divine· intelligibility per-, 
. 

vadea it and a protound divine love pervades lt. -27 'Ta 

dramati ze his posl tion, Hood lnverts the "passage" in A 

paaaage to Indla in the following m~nner'. In Forstér' a 

novel, ' Mrs. 
. . 

Moore enters the Marabar caves, whose empty 

ec~es, ahe decides, repreaent the- hollowness of, her 'life 

and the Christian ethps ~hat' maintainad it. With'th~a) ~he . 

vithdrawa from ac;1ciety, and saon after, diea • In "BrQth:' 

. ' ex:,,'w converae~y, Mra., Moore emerges trom aeclusion whe,n she 

\le~ra her' community, t09~ther vith thei.~ spild.tual diree ... 
. . 

-, tor, affiraiiAg t:he1r coherent purpoae and design. 

As. opposed to Kra. Moore' s reunion' vith secular and 
. , 

• aacr~Ë1 societiea, l~' WThe Good Tenor Man,", Hannon is th .. 

" solitary who rejects coai"'unio~ with' his pro.fanè 'and sacreà 
... '... ", ' .. 

hoeta. "[A] man' qf lmmoderate attachment to habit and rou-
'l' ~ 

tiné," he" wishea. to preserve. himael f frOID the'· p.i"n and in-

çC;>Dveni.ence· ,. ch~nge ln' lif~.tYl-e .eqtal1s. ais penance, 
g , 

. -
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t 

'teh.,r,efore, ia by'rote: -S. had baco •• attached to his sat-, 

ùrèlay aftarnoon raci.tal,' hia custollary faul ta • 'abd ha 
~, ~ t t. '" '\. 

"1> - , t 

didn' t -care to struggle wi th them or .. , rethink them, or try 

80Jaething new in the line of petty vice. At a 'certain 
. , 

stage of life a new vice ia as unthinkable as a nev virtue 
, . 

_'::'too damn 1Duch trouble" (p .. 72).-
~ 

The consequences of HannQn's moral apathy ~re revealed 

through hio 't'elationship vith Saul Raaher, owner of the 
~ ., \- *" 

neighbourhood delica~ess4tn. When Rasher ' a vife dies, Han-

non;. vDosè,.;sanity - depends on a delicate. balance of the . 
proce~aea of change, and their' ratardatioD W (p. 73), enda , . ~. 

... 
'. the.ir frièndship. Rather than seal th'e i~mo~tal!ty of his 

~p'irit, thfough communion vith hia --Hoat," he vatc'hes far 
, 

"sign.~ of rasqrrec~ion. Although he knows.that "summer Is 

nigh" when' the moantaln 1 !S' warning beaeon is obscured by 
~ _. r 

. ". thickenin'9 toll;age/' 'he ignores th~i~ .. apOcalyptic measage. t.,.., " 
'. , . , 

The al1 uaion is to 1 Luke : X'xi. 29 .. 36 that instructs the fol-
1 ". " '. 

lowing.· 'g .. ho,ld tbe fig eree, and aIl the trees: when th~y . ~ 

noW' shoot" fo.rth,.' ye .ee and know of youraelvea tlàat aummer 
1 l ' .. 

-1. now nigh at ~and~ .' -•.• 50 ,likewise ye, when ye see 
~ . ,~ 

th •• e things "come ta- p~IU" ~now ye that ttie kingdom of God 
1 -, 

,ia nigh at hand •• ' .' • -Katch·ye, therefore, and pray always, 
.. ....J l'". 

~hat ye May be ~çcounted.worthy- td a cape aIl these things 
• . . 

that ahall co •• to pasa, and' before the sort of 

... n.~ The criteria for aalvation that Hannon de fers are 

relatad in .. ubaequent r.adinass .... l'or exam-

." . . 
, . ~ _..... ~ i , .' 

-
" , " 
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, 
ple'": "\fho then is a fai thful servant, whom his lord hath 

made him ruler over his household, to give them Meat in due 

aeason? . . Blessed is that servant whom his lord' shall 

find him so doing" (Matthew xxiv.45-46~ 30). 

This invocation that moral .... action in this life ear,ns 

redemption in thé next resdnates throughout "The Good Tenor 

Man," and alerts us to the ti tle' s double meaning. The 

"tenor· Hannon wishes to maintain, in the sense of "holding 
\ 

on an uninterrupted course,"28 denies~oral growth, just as 
t. 

it does physical decline. Rasher, by contrast, is a good 

tenor man. Like the fai thful servant o~ the. parable who 

"offers meat in due season," this "meat man" is committed 

to the mutable and fleshl y--the "ténoJ:;''' of mortal exis-

tence. (The association of the name "Rasher" with measure-

ment--it is fro~ the German "rashen," meaning "to cut"~-un-

derscores his awareness of death. 29) At the same time, 

Rasher's "offering bf meat" carries overtones of the sacra-

mental. Thus, as the parable s uggests, in Rasher' s devo-

tion to others and measureless generositYI he embodies the 

timeless way ot the' Spirit. Throu~h his music--he plays 

tenor saxopnone--he conveys hi~model of immortality. This 

"good tenor man" orchestrates the mutable chord upon the 

permanent resonatlon of the immortal Spirit. It is this 

harmoiUc of temporal and timeless, p,rofane and sacred 1 that 

pursues Hannon, who, hearing only the former, will not syn-

thesize the two. Thus r " [m] usic from two saxophones pur-

aues him, one lauder than the next" (p. 87). 
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'l'he progre ion of thia tt'iad ia from Mrs. Moore's ac-..... 

cepta!lce of commu ty and comm\mion to Hannon' s rej1Mtion . 

of hia profane and sacred hosts. It concludes with "Places 

l've Never ,Been" as a terrorist's propaganda ca,uses social 
,~. 

Throughout th~Ollection, "human art a''';d love" 

. are shown to be the 1 inkin agents of community that allow 
'" 

"l-~ 
it to eXl'erience the uni ty as ociated wi th communi"ôn,..."i th1n 

collapse • 

~ 
itaelf. On one l'land, human love 

... ~,...,­
_ ~~ J ...... , ,... 

ls the "sacrament" that 

strengt~ens the bonds of communi ty~ on the other,' hOlUan art 

is the "scripture" that .widens the contexts of humani ty 

ac:~o.s space and time. In both respects, the act ~~~ con­

necting the human network into a coherent design is the 

means of disco'O'ering the un.ity of its Creator. In con-

trast, "places l' ve Never Been" portrays the' social"' and 
.... -.-0; _ .. " .. ,~ 

aesthetic discontiri6~i t~_ that occurs when t~~'~~" synthetic 

,media are disrupted. . 
, 

"Cdncerning the propaganda and violencè qenerated by a 

Qu6b6cois terrorist, this story is a study in psychologieal 
.-.. 

. and narrative collapse •. " -T~is is manife~ted respectively in . 
the unstable shifts fJ:Gm third to first person, and 1'~ the 

~, 

three disjointed episodes related in fragmented stream-of-
" 

conscious·ness. 
1 

" 

This d},ëQntinuity is more than what crit-

ics attribute to an experiment in' style. 30 Its purpose la 
'" 

to teehnically demonstrate how 'the narrator' s use of pro pa-
, 

If ... ~ 

. ' .... 

-, 1 

. , 

_--;:)0"-". ! 

( 

) 

t 
I­

I 
1 

ganda ("So1lidarlt6 rêvolutïonnaire, students and workers, .... :. 
- ~ 

Black action" Implr~ ... a.l isme angtophol\e" [p. 99]) to destroy 

/t'" 
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.o'cial coheslon, deprivel? him', perhaps 
t ~. " 

ré-1:ributivel y, of '. . ~ narrative cohesion. " 

To escape iDorfll ~sp,onsibi1ity for the chaos he has 
of, 

provoked., the nàrrator disappears physically--he 1eaves for - \ 

the wilderness on a '-canoe trip--:and narrativ~1y. Re disso-, , 

ciates himself ,.ft"om· his actions t'hrough anonymi tr, third­
~ 

. perèon narration, and the title itself: ·Places' r've Never 

Been" But j ust 1 as.' he ,~uffers the conse--.. 
quences of h~.S moral neglect in ehè harshness of his self­

exile--a parody ~f' the ,a8sion--so does he e~ile himself 
" . 

l ," 

~rom the narratiye power to co'herently:.structure his expe-
, ~ 

" 

rience. While his pride has urged .him'\ to be,' wi th Bibl ical 
t" ~ , , , 

undertones, ~ the first on~ t~ ~hrow a rock" (p. ~9), he 
"'" 

discovers at th~ story' s conclusion that;, his strength lies 
'1-,> , 

,.in the soci~ty' he h~s destroyed .. . .' -,' ... 
~ The allusion .,ta' to John 

viii.7, in· which 'J~sus del.ivers 'his lesson OR' "pride and • 
~... .Jo 

puntshment, sa~ing, "Re that' is without si·n amongst you, 

'~et him cast a stone. 1. • ") "You'" re uselesse' alone, Il the 
!. 1 ~ 

terrorist decides,·I,"I can walk on.water aIl right ••• if 
q..: ~ 

it's frozen" (p. 101) .. ' Thi,s'-'acknowledgment cornes too late 
'-, " ,~ 

Re. ha~- abused The Word to generate .. ~ - ~ 
for thls 'f~1.~e" apo~tlè. ~ 

, ... l ' • 
• " ' 1. 

violence, ,knows it, and fears he will" be left ,stranded af-
1 1 ~ , , 

) 

• who' Il come and get me after ter the. .. l,ake f"s 'free"Ze (" ", . . 
" 

the free ze? III ,,-"h~ wonders [p. 101]) ~ • His thoughts all ude to 

the incident when Jesus, after mul tiplying the loaves and 

" fish, left his apostles to row across 'the Sea of Galilee. 
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ae saw them there in the early morning (like the narrator 

.. who embarks predawn) rowing i~ "distressI and went to their 

assistance walking on water. Whether the narrator is 1 or 

will become, worthy of slmilar salvation is amblguous • 

.. (t]ollow follow fall away follow way," ends the acco~nt 

(p~ 101). This suggests that his promotion of a v lolent, 

fallen world 1 ever "falling away" from Grace (. follow fol- .. , 

-low fall"', may be exchanged for the .. following" of the 

true Wway" of Mercy, peace, and truth. Personal and social 

cohesion is provisory, however, to - authentication of the 
" 

absent: 'slgnat.ure--his ... name--and the fa-lse signature--the 

title. 

(Johnv orange, in categorizing Hood' s staries of "the 

obviouslyexperimental kina,· cites as his lxamples "'Hàr-

1ey T~lkin9"", 'Whos paying for this CalI' (si(f!, 'Places 

l' ve Never Been, ' and perhaps , Three Bal ves of a 

Bouee. ' "31 The "experimental style" that Orange observes . 
serves a thematie purpoae. In aIl of these staries, this 

" , 
form is the device used by Hood to parody li terary modes 

t~Three H~lv~s of _, House"] and, form~ of speech (the three 

<f firet-person nà'rratives; 'from this cQllecti.on]). As we have 

b~en noting t,. the unifyin9_ pr in~iple of The Fruit 'Man, the 

Meat Man & the Manager Is 'that "human art and loveW--syn-

thetic media that establlsh a continuity to experi~nce--are 
: 

counterpat't,s of sacred 'c;:ommünion. Accordingly, the wexper-. . 
"imental" or, rather, . diécont'inoue, style that Orange notes 

, < 
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in the stories of this collection ls Hood"' s teohnique # to 

reproduce the fall from unit y that occurs when communica-

(tion 1s abused to 9~nerate' chao,s and discord. Thua, in 

·Harley ~alkin9'· Harley' s malignant discourse ~n a cycle 

o! downfall i8 manifested in the circular pattern of his 
l 

speech. Similarl y, the narrator of "Places 1:' ve Never , 

Been ,. 
) 

whc;>se propaganda deetroys social cohesion, ia de-

prived of coherent expression~ In ·Whos Paying for this 

CalI,· a poet who plagiarizes his way to fame is parodied 
" , 

as his unpunctuated prose--similarly subverting the felièi-
, 1 

ty of, the wri t ten, word--def ies comprehension. As noted in 

Chapter One, Flying a Red Kite, Hood's first major' publica.:.. 

tian, is his in,troduction to the revisionary reading of 

RomanUcism that informe his oeuvre. As such, the opening 

section of that colleçtion is Rood' s wOld Testament.· 

illustrates how Wordsworthian • spots of t;:ime· Romanticism 

tends to erase the manitest in an excursion out of time'. 

C~nversely, the second section of Flying a Red lUte is 

Hood' S ·New Testament." lt grounds traditional Romanticism 

upon the Trinitarian conviction that a meaningful unit y May 
, 

be discerned ..,i thin experie!'ce by cataloguing the observa-

, ble. Subsequently, 'the ·experimental," or rather 1 othar-

worldly, style and content bf ·Three BaIves of a Bouse w-­
t 

a180 seen in "1"allings trom Us, Vanishings" and wO Happy 

Melodistl "--parodies this Roman tic tendency to dissolve 
. 

physical reality in ail excursion out of time.) 

" 

~ , , 

, . 

1 
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Th. thlrd ,triad repeata the progression of th. second 

as Il human, art and love"--scripture and sacrament--are se-' 
, 

quentially fulfilled, neglected, and corrupted by ~sai~t8," 
, , 

"solitaries," and "sinnera." The confirmation of brother-

hood in "Brother Andr6" is repeated in "The Holy Man" as a 

neighbourhood humanitarian transforms his community lntO a 

1 ·, p ace of worship--o'f man for others and for their Creator. 

As in "Brother Andr6," too, commur:tion finds its aesthetic 

counterpart as the narrator of "The Holy Man" similarly 

connects diverse factors of experience into a coherent 

framework.. Hannon' s "t~nor" of emotional apathy, culmlnat-

ing in the rejection of his profane "Host," finds its coun-, 

terpart in "One Owner Low Mileage" as Mary Kingsland re­

fuse. to consummate the sacramental union bet",een' busband 

and wife. The terrorist's slogan. of discord, promoting â 

cycle of moral, narrative; and.so~ial cOltap •• , are matched 

in "Harley Talking" as Ha~l.y's docum.nta~y of vice perpet-
\ 

uat •• an "addiction" to ruine 
~ 

"Th~ Roly Man" opens the third triad by affirming the 

synthesizing powe~'of Art apd love to recr.ate ip the com­

munit y' the spirit of communion assoçiated ~ith the 'Ringdom 

In terms of "human lOve, If' 'or social- communion, a 

parable-teller unites 'the 
. 

J.wish com_unity. of Montreal 

through his message of f~aternity. Unlike the terrorist of 

·Places I! ve Naver Baen," the Il h~,l Y man," Menahem Lubo-

aihutz, Is a \ genuine ·apostle~ who spreads "the word of 

leU 

j, 

" 

" 
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brotherhood. On one occasion, ne repeats the messa~ ot: 

the most famous parable-t~~ler: 

l say to you this: we are all brothers and sis­
tera. None dares break the-bond that unites us. 
The man who leaves his friends to make his way in 
a world of strangers wil~ sicken, will disappoint 
his wife, will perhaps die alone. Preserve your 
bonds, love them. Feed your brother and h.e will 
clothe you and love you. (p. 115) 

. 
In terms of • human art, ~ or aesthet ic communion" the 

story is structured' as' a p"rable on . a- pa~able. paralleling' 

the h~ly man's invocation to solidarity, the'narrator shows 

how he i8 able to c<?nnect poles of experience Into a çohe- '­

rent n,etwork by idèntifying tf:l.e common value"8 that ,unite' 
, . 

us.· Whereas the narrator of "Brother Andr'· doubts the 
\ 1 

val;idi ty of, h~s itccount (ne suspects that Its, affirmation 
~~ ...... -----~,.. .... 

of. fai th i. incompatible wi th contemPorary values),' this' 
. 

narrator calls his, owil ,perspective into, question. '. Aa Itm 

'not a Jew, ho,.- ca'n l tell this story'.' • ~ ., (p. 102), he 

begins. 
, 
This,. however,' is reve!lled as, aD ironiè stance 

whell he (.?roceeds to cross barriers ~f l~nguêlg~1 culture, 

and rel i~ion. The r •• ult is an accoùnt testifying that hu-, , . 

u'niversal , 1 ang uAg e.--O'r' shou1.d. Like 

"Brother Andr6," thèn, thia' st.9t:y develops ·upon a technique 

of ~.fla~ion. That ia, 'the narrator'~ initi~l p~emi.e that 

he' cannot re'late ?ia tal!!--cannot 'id'entity an'· intell ig1ble 

and lIleaningful uni t y "32 unaerlying .experien~e-:"is sel f-con-

___ ._ . --l __ _ 

j 
;1 

l 
! 

r ' .1 



f , 

( 

, ( 

1 • lOS 

scious1 y subverted through the chain of connections that· 

evolves through' the atory. _ 

The narrator' s leve111ng of language as the medium of 

brotherhood is to be contrasted to the terrorist's prop~-

ganda and subsequent fa1l from unity--aesthetic, psycholog-

ical, and spiritual--in ·Places l've Never Been." In that 

story, the narrator' s disrupêion of social cohesion i8 par-
t 

alleled by his loss of narrative cohesion .. In' contrast, 

thia narrator'.s Integration of community ("Maybe l'm stick-
l, 

ing my nose in where l don' t belong • • • and yet l fael 

like l be10ng" [p. 102]) and religion C" l guess the peni-

tentia1 inten tion i8 the main thing - [p'. 104]) a1-

lowa him to 'coheren tly struc ture his experience. In the 
• 

same respect, the terrorist' s aggravation of the French/ 
• y , . 

Eng1ish language conflict 115 manifested in his 101515 of an 

authentic voiee. Conversely, thia narrator's'dia10gue'be-

tween 'cultures, languages, and relig ions earns him aesthet-

ic credibility. We bel ieve 'that he can • tell his story" 
. 

when we note his frequent use of Yiddish words and the way 

he mixes standard English with the idiosyncratic syntax and 

inflectlon of the Jewish~community. 
, 

In this story, as in -Brother Andr6,· the lntegrâti.on 

of cOlDmunity 1eads to its location ",ithin a universal con-

tinuum. The tiret page of "'The Roly Ma.n" Cp. ,102), re-

printed here in full, is a deliberate and ordered represen­

tation ot how .the connection of opposites within the locale 

" . i 
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~ , 
promotes the fu'sion of unive-rsal, polarit.~es. In the f;rst 

garagraph, the narrator' ~. !3ynt~hetic a-ctivity takes the 'form 

of a ,mental 'ex~ursi_on: in the second, hé corrobor,tes his' 

vision of unit y . with. physica1 fact on a b,icY~1e ride' 

tt1rough hie' ne.igbourhood,.- Seen in religious terms',by 

j·oining diver.e pa'rts of his communi ty, the !1arrator dis-

covera a pre1apsarian, senae of unit y within this world. 

"As l'm not 'a, Jew, how can l tell this etory, current 

on ~splanade ahd Jeanne Mance and even as far west as De., 
. '"' 

vimy?" (p. 102"). On one hand, the narrator .daubts that the 
\ 

narrative im.iqination can transcend private experience ~ on 

the: othe;, he identifies the parameters of the Jewish cam .. 

muni t'y and connects its parts_ This ia follawed wi th the 

narrat-or' s assertion of his 0\10 posi tion in the neighbour-
, \ " 

-
hood. "Haybe l'm sticJdng my nose in where l don't belong: 

everybod'y else Along the street is very arthodox, and ye't l 
,-; 

teel,like l belong" (p. 102). The key word here ie "ortho-

'dox." This is because the narrator's abi1ity to make con-

n~ctions. depends upon his ident ifica tion of the. shared for­

~a1, or "orthodox," patterns that structu-re hie communlty. 

Travell in9 upward, 
t 

an expanding perspective joins ·syna~ 
" , , 

gogue, to Catholic schd01, ta church. ·Ther~'s· 'an orthodox 

. synagogue heavily attended, on the cor~er" thrée h~uses up, 
/ 

and then 901ng up the hill there' s Saint Raphael" s par'isJ\ 
.," 

sè'bobl playground 
. 

and on the brow of the t;til1 the 

parish church- (p. 102).1" W1th th.se associa'tions," the nar-' 
.. 

. , 

. ' 
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,- rator inverts his ini tial stance as he will ~uînm';ri1y, join; .. 
-

parts ,~f the coriununi ty into an' integr!ll uni t. • Sç .ve,. have" : 

't~e' ,synagogu~ and, the pariish' chu'rch joined. by a ch-i1'dtell' s 

plâygroul'1d, which' Is innocel1t ,and good' in ,these dafs. of' 
, ' 

aggiornamento· (p. 102). That' the connections he makes ar-e , 

mediated by the ·ch'ildren·'·s Playground'," "~hlch is innocent, : . - .. - . . , 

and good in ~hese ,days of ag'giornamento" (p. 102), ale.tts, 

us to the 8acramental val ua of, his narra.tive action.. Iïike 
, ' 

sacred commÜnion" his syz:!'thetic a.ctivitY',i's ·innoc.en't and 

good· because i t reJôvers an .idyll ie se-nse of origlnal' .uni-
'. 

ty. Thua, as ve participat~ in the narrat'orts act: of ~es-, 

t~ communion, we understand that his ini,tial, stance is ' 

ironic. For hint; 'this 'is not aggiornamento--an age fallen' 

trom a traditional or stàble world view. Rather, by link-, . 
ing the communi ty' s religiou8 insU tutions, he discovers 

ita shared "orthodox· structures--a common 8pirit of commu-

. nlon.' 

In. the second paragr1lph, a journey of imagination be-

comes' a neighbourhood bicycle ride. The narrator no,", wi-

den. the contexts of cOlIIDunity to achieve a "miraculous 

proapeot~ of universal ooherence. Furthermore, his expand-

'1ng perspective is' paralleled by his prose that drops most 

divisions ,of punctuation to form a single, comprehensive 

de.cription. • COlling home nighta on my bicycle l' m coast-
• 

ing all the way downhUl from work, and !Jos 1 pass Saint 

Ra,phael,' s headi,nq down from De vimy the road seems to fall 

_ ... 110.0-' ___ - __ .. _____ '. \ 
,. a) • 

_ ---A' 
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out trom under :rae, and l can see a rairaculous prospeèt below 

. and aw~y, o~ ~the èity l:ights in the north ,nd/ tne' back 

river--R!viltre, des pra"iries--and then. the open country 

_ "clear out to the h::Lnt~rla"d 1 ~o the A'rctt'c C ircle" ,("p. 

i02). The canimu.r:lity ia no1ol encolBpassed by a.n envisaged 

un1versè. This ~ense of wholeness depends, however" upon 

the o'ngoing mediàtion, between l'ocale and uni verse , communi-
, , 

'" . ty and 'cont'inuum. . Thue, , while the 'nar~ato,r t?egins: his ~ 

" . 

. ' . 

, ... 

. ' 

. pç'ocess of associa t ion' wi th ~ mental excurs~on, .he ',grounds' 
" , 

" his perception of univerosal cÇ)hesion upon physical reality 
, . \ - ~ , 

_ -.as he co'ntinues down' the moun tain and homewards: "I often 

whoop with joy and pure pl1ysical delight" shooting down the. 

hill past the playgroun~ e • • down, to the synagogue on our. 
, 

corner J • • to our duplex "backyard, where l lodge mt bike 
.. . ' .. 

in the 'garag~" (p. 102').- with ,this, a tragic vision ,ot 

allenati~n--he cannot tell his story, he is not a Je~: he 

cannot structure his experience, he i~ exilèd from the 

shared, "orthodox~ patterns' he observes--is replaced with' 
" 

his' identification' of a common spirit of communion. 

stated otherwise, the narrator's act of aeathetic com-

'm'union--a' d'ialogue between languages, cul tures, ~ and "reli-, , 

" . gions--is a comie convention according to Nortl)rop Frye" 8 

deiil1i ti,on o~ comedy. As Frye expl·ains: "The theme of 'the 

comic is the integration of soci.ety," and "[ t]he tenden.cy 

'of comedy is to include as many people as possibie in it·s 

tinal."sociJtYe"33 And that f,inal society 18 attained, Frye 

~ 
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not~, t-hrouqh "a move"en~ from one Jdnd of :society to an-

, . 
. Pther.~34. By r~plaeinq Frye's ~coglic" isnd >"c'omedy'" with 

" 

" ·communiori,,· t;h~ unifying princ,iples' o~ this collection 
, , . 

vhi'ch va have beecl .no.tinq ,are hicrhlighted.35 Final"ly, the, • 

. narrator' s ifl~t:ial doubt towa"rd his narrative competency on . ~ .... 

\ the gr~unds., of r~ligious dif~erences ia' self-c,?nsciausly 

contradicted by the narrative structure of this openine:)' 

page. Just as he harmonically aliqna parts of the 'commûni-
.. 

ty, so i~ the structure. of hi,s 'prose _symnl~trical, with both 

paragraphe composed of four sentences each • 

. Whilè we observed that' the act' of aeathetic communion 

ia 'the method th~ough which, the n~rrato.r composes ,hia text, 
! t, 1 

the next question wo.uld 'be the condition updn Which ,his 

synthetic activi.ty may' ~d'e~tify the universe' as coherent. 
, , 

'Tha~ "The Boly Man" èxamines, a Catholic' a debate as ta how 

to àpproach his st;ory about a Jewish parable-teUer--the 
-, , .. 

'conn.ction with the archetyp,e 1a ,undeniable--alerts us ta a 

lev.i of ·th~ological communi~n.· In· ttti a sense-, Hood ex-

plorea, ,the relationship betw.en the Jewish book of experi­

enca ... -the 'Old Teatament--and his ,'" story"--the New Tasta-
. 

ment. From this perapec~ive 1 the ope!ling sentence of "The 
• • 1 

Holy Man~ ,..would rea~ a.s follow.. "How would 1 tell thia 

~tory that' seeks, ,to 'affirm 'the cohesion of,' the community, . . . - . 

'and in exter)-sion, of .the universe, from a Catholic, as op- . . ' 
:ppsed ~o ~ewish, perspective-? "" In "The Absol ute Infant," 

, , 

Hood 'discu.ases ho..., the evolution ·ot'. Western thought culmi-

" 

" ,. 
42 
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~nat.& ~itb· :the Trinitariari' convic,tion:' that ,the ';Jni ty of 

thi·a ,wdrld can be directl y appreh,ended. Defininq- 'the is ... · 

, sU,e', Rood ~ta tes "tha t ," [s] ince _ the ,.h~etor.y. of human intel­

ligence began, men t'lave bee-n' try~ng to show th~t the ul"!~-
, 

verse i$ J:'adicaliy multiple and at th~, same time' essential-
, , 

ly one. ,.36 In terms of Jewieh and', G'reek , tho.ught, hé be-

l.ieves that " • 'the lived direct perception of G9d's 

'will vas given first to the Jews, and the supreme metaphys-

ieal insight into the nature 'of ~eirig and. becoming .~irst_ 

perceived by the Greeks •• "37 ~e maintains, however, 

that ,. • ~ • their perfect union • was fit:st stated in 

thEt 'Christian mystery of the incarnation. "36, . In the same 

way, the 'narrator has borne, out a.Je,wisb holy man's'para-

bles on human solidarity by lo~aUng thls Spiri t - of unit y . 
wi thin 'the very struoture of his ex istence • Thus, as we -

, , 1 

have' seen
l 

in -Brother Andr6,· the. narrator' s facts are both , . 

do'Culllanted and el'lvisaged, signeCl and signa te ... And this is 

pO;SsibIe, Rood wri tes, beca1,lse • • • • the spirit is total­

ly in the flesh,· "within the'world, lnside ourselves~·39 
~ ~ ; 

In the central' story of t'his triad, ·One Owner, Lev 

- Mil.age,· Mary King~land 121 th. sol i tary who suffe1:'s thé 

sickness that befalls those who "break the bond that uni tas 

ü.," as the "holy man" w~s.' ,"[S]ick on"l~nd off for mdst 
" 

o~ her married life with vadous unidentifiable complaints 

\- . that might deri,ve. f~om certain concealed emotionai 

n •• da-.... (p. 119), Krs. ,Ki.ngsland ke.ps these "nee.ds· 'Con-
," 

, . 
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ce.led trom her husband. Like BanRon J o~ the previoua cen-
, , 

story) t. she rec:oUs from change 1 preferring her 
'.. , . . 

. death-in-life to physical al)d emotional regeneration. This 

is seen when she will not learn to drive the ca'r given to . ~ ~ \ 

~ . 
her, by her hush,and, David. An axtension of'his' masculini-

ty, the car seems to her l'ike a "great vild h.orse": i ts 

"enormous length and bulk" leavea l'ter "dazzled," "over-

whelmed,· and "slightly ill." Enter~ng the car only after 

her husband's death, Mary manipulates the gear'shift ~nto .. .. 
the neutra,l position. This ia, sil,e realizes, a refleetion 

, 
of her own emotional and 1 sexuel neutral i.ty: '" N' for noth-

ing, she thought·· (P. ' 132) • This understand ing, however, 

come s, too late. Rather t~an jaïn with David (etymological-
û .'. 

ly her ·beloved"40) to c:reate the "KIng sland" (an allusion 

to the passionate King ,David) on earth, she has ehosen to 

remain the immaculate Mary. 

As opposed to. Mary Kingsland's "vow of silence,· in 

the final story of this triad l "Harley Talking," Barley ia 

the "sinner". who, lite the terrorist of ·Places r've Never 
1 

Been" (eoncluding the previous triad'), maintains a running 

commen tary on' ru in. "[E]very' Friday in Molahe' s steak 

house,· he presides'.over a dubiou,s Sabba th meal, 'repeating 

a liturgy of sin: the dovnfalls of other's, his source for 

malicious table-gossip. Be discusses his friends' gambl-

in9, an ·insidious 'affliction.· "She went • . . looking 

~or somebody to cur~ Windy ?f 9amblin9," he explains, "fi-

« 1 z; 
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na11y Gordon took it on. They 'figured out that Gordon 
" ' 

should a1ways be at his side, "like in ,Alcoho1ic8 Anonymous, 

where if you get tempted you cal;l. ~ $om,ebody" (p. 137). But 

this "ca1l~ on1y conta~inates; "Gordon ,starts-betting and 

fir~t th;ng, you -know he' s hooked, now he,' s nearly as bad as 

_". tiindy, can't quit. It's insidious" (p. lF). While Harley 

identifies the contagion of fall, he will not attempt to 

heal his friend himself. M over, in his own "addiction" 

to his .. talking"--his s ug discourses on do,.,nfall--Harley 

embodies the cy<\=le 0 corruption he speak~ of. In the same 

way that the terrorist's propagation of social 'chaos ls 
~ 

manifested in his fragmented aCCQunt l so is Har1ey's testa-

ment to a circle of vice reflec't~d in the nonprogressive 

structure of this narrative. Thi,s; is seen Most notably in 
.. , 

the dou~ling',of tirst and last' S-én'tenc~s. Just as 4I--s it-

'll ' 
ting in Moishe' 8- ~teak Rouse after the game-- Il (p. 133) be-

gins the story, so does "--every rriday night in M(;>ishe' s 

Steak Bouse after the game--" (p.' 1421 emphasis addii!d) end 
{' 

it. 

The second and third triads begill by demonstrating 

that human art and -. 10ve--synthetic me'dia that unite the 

~ human body--allow us to experience the total i ty associated 

wi t;h communion wi thin oursel ves. In ,contrast, the fGurth 

and fifth triads open as," sinners" corrupt authentic 'commu-

nication, and with 

,sacr~d\ cormnunlon. 

this, the possibility of social and 
V J 

In "The Oog ExploS,ion," introducing the 

• q 04i 
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~ourth tri..",d.., ''Tom and Connie Fues! --are "two • .,'1- _\, "con .. 
'\ ... :....Y:"O;,;- ,,-_,,\""1. 

whq~ satj.re "cfn humanttarlan ·-.causes promo tes a "commt\~ica-
,."'-". ,. - " .""', 

tions bréakdown." .' Just' -as this COU,p'lê ,·s perveraion of the.. -~,. 

1 
i '-, 
f..." 

',~~ >? ... 

.. .... .,..»;..-- , .' 

media-"disrupts th& " 

• '-', .. 
• y •• - ,~-~ "''":;.. , 

"Cu~a pa~tora1is," op~r:ting tfl"è fifth triad, an Krcbbish"op's 
~ ~ , .. :;.. ...... ~ ~-

deflation of the " a~crèd worci" p~events holy commu~ion. ~\ 

Neg1ecting to, inspfiê',· a fall~~ priest that he ma y redeem 

his ca1li~9' the Archbiiihop condemna them bo th to a fallen ' 
" ,~ 

" 

wor1d. 
_ ... --.. ,0.. • • '\h 

Wiille "'CJ:iticis,':have comtnentêd,-"upon the comic-sàtirè ap-
-~ ~ 

~4;.~~ 

pea1 Q.f ""The ~ Explosion, "41 a story concerning a lampoon t "'f" : 
.. " .. , - ~_ 't ... ~ .J "" .. 

on the populati"'O!l explosion, .... Hoôd· v'intends . a more profound 
~ ~ .--

~ ~ 

level of me~nin9. ""',For one ,thing, ~Hood believes' that sà~îre 
~ --..... . .. ,." . . .... 

is a ·malevc)1~~ntlf~2 ",fo;;'J'!1"~~at depends upon the inversion of 
,,,", _ .~ . .H. 

tradi tional ·'~a1ues. ·'.t!his !a. why he states: 

, ... ... 
-'~ 

l am not"'" a ';atir isl, .... and l ~m not' an ironist. l 
.• very much do not li-ke J.rony.43 I.. • regard 

irony as a very disa9reeab-l.e technique.- l thinJé 
irony i8 too close t~ .. an "i"n-joke. l, don't like 
the saying of one- thii),g and 'lDeaning another. 44 

'. 

tt would be ,incorrect, there,,tore, to ma,int:ain l that HO~a'~' 
: ,p"'. -~ ~,~ ) 

satire for, i ts'l.i teral valûe--partlcul~rly one ».if" 
~ ~~ ~ 

cr~tes il 

• <-
human i ta't" i an ca uses. Rath'ër, Ho~d' s purpose is to undo··~ih. 

-- ~, ~ 

~ . 
satirlst, and he does BO by gavin.g.. the satirlst unkno\iingly 1'" ~ ___ • • ~ 

",,' 

condemn himself tnrouq'b: the diabo~ical connotations of hi.' 
., 

-.;' 1 
-.. 'ft:. 

" . 

." in-joke." .. " ., , 
" 

• ~ p., 

" 
'\. 
"'. oJI"'~1 

".. . 
. " 

1·~· .... , , 

~~ ... 
~ .... 
, ...... 

:..t.-,'" 
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The key to this "story is in • 
one phrase from Tom 

Fuess' s edi tarial on the "dog, explosion" ~and\, i ts prognosis 

of "inhuma:-n" affairs for the~ mUY-;nium. • the dog 
, 

eJ!:pIosion," Tom" predictA, "will amount to nothing less than 

Armageddon" - (p. 144 ) • Sorne defini tions will clarify hoW' 

Tom, in" his "heretical" propagandizing tha t i'nverts hum'ani-

tarian causes, creates the cataclysm he descrlbes. 
, 1 

, " 1) , Armageddon ': the name 0 f the place where 
kings of the lower world are to be gathered to­
gether by the Beast, the Dragon and the false 
prophet (Ant'ichrist) to make ,t,he final W'ar on 
Christ. 2) 'Anticnrt~t': In a general sense aIl 
enemies of Chri{5t, ,especially neretics (as in 2 
Jn:7) and per'l!$ecutors of the faithful. : •• the 
diabolical befng oPP,osed to the true Messiah.45 

-- -

Throughout the story, hood crea tes equivaients for the , 
, 

persons and ev&nts men t ioned ln the above quotation.' On " ,~ 

one level, Tom' a provo~at~y"e -,title--"the dog expIosi~~"-­

is an ~mplicit reterenc; to the final assembly gathered by 
., 

the Beast in the ,lover W'or;ld--a prophec'y of that which la 
,<J' 

'. bestial in- man. ~huis, the mil1enial forecaat o'f this 
~ , ,. 

• faH •• prophet" ia alarmingly accurate. Marking the end of 

·Ohrist'. t~ouaan~-y~ar reign, - i t is at this time that Satan 

ls agai~' 'iOo~~d o~·, the world.46 (Nà~e ~hat those--wluLllave 

ahared Chriat' s J:'e-surrection, lasting the mil1eni!-llD' are 
, . 

declared the ble8aed an~. hol y, ~nd number 144,000 [see Rev-
, '. • ~ ,.... .... 1· 

"e1ation vii.'4]. ' This"is, perhaps, why Tom's tIIention ot 

'.~rmageddon ,ia on_ .~ge 144 of the collection.) 
• 
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.' 

parallels are drawn between Tom' s -mischia!,- and tha..t of 
. ' 

his Sa tanic model. This is s~en in his petversion of the 

truth and his bet on the breakdown of hum~n charac'ter' (- l'm 
~, 

villing to bet you the Montreal Star._.wou~d have a ful~.-page ' 

story'on it [the -dog explosion-] • - [p. 145]). ·.(That 

Tom inventa his story of downfall -in front of the fire- is 

also evocati ve of the; infernal.) 
, -, .' 

A .. perseC::\ftor of the 

faithful, - he g'ulls a professor';' "a kindly man unwilling to 

th'lnk ill of anybOdy" (p. 146), into believing his forecast 

o~ downfa11. '-(Whereas Tom' s satir:e robs language of mean­

ing, this professor, significantly, is namad Joyce.) Fi­

nally, whi~. the Messiah--also a story-teller--promt,és -to 

redeem mankind !rom the bandage of sin,-47 Tom gives US his 

Word that we are to expeçt ruine But just as the terrorist 
" 

.. anq Harley are self-condemned to a fallen 'world created 

through ,their propaqanda, Tom and his. wi~~ are the victims ~ 

o{ theirs. As a broadcaat televises their story, now 

•• 1f-prop4gating at a.n alarming pace, they are confronted 

.with their complete corruption of the media. Unwilling to'" 

undo their fraud, ~ut anticipating it« consequences, they 

·huddle close together, as if for mutual protection, giving 

th.maelves up to Apprehension and dismay· (p. 152). 

While ~m and Connie Fuess purposefully destroy the 

&g.nt of social cohesion, in ~Paradise Retained?·, Lassiter 

is the -solitary" who, as his name suggests, waakens a bond 

o~ humànity through emotional and spiritual lassitude. A 

.. 
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-
perpetuaI voyeur at Terre des ,Hommes, he suffers "loneli-

, 
ness ramidst hordé,s.· . His only form of human C'Ontact is an 

\ 
\ 

automatic ritual of food and drink he performs with a Ger-

man cook and -a caribbe'àn waitress. In their d~spirited be-, 

hVaviour, they are_ an unholy trinity--"a trio in a 'folktale 

condemnea to repeat the same action eternally" (p. '156). 
': ... Ii .J 

The suspension of human commerce between Lassiter and' the , ' 
l' 

booth vendors ~akes Terre des Hommes a spiritual and emo-
~.... .. 

_tional wasteland--a parody of the Biblical tabernacles, that 

~rovided ~us~enance a~d community in the desert. This at­

mo~pnëré shifts dovntown when Lassiter refuses to greet his 

fam~liar-: 

The German cook was plainly happy and preoccupied 
vith his" cooking, and Lassiter chose not to greet 
hi~. But as he, slunk past the window their eyes 
accidentally met and a look of puzilement spread 
over tlle cook' s face, 'then dawning recognition .. 
He slapped the pizza on the'floury baking pan and 
jerked his head in invi tatiotl. . Lassi ter hurried 
off: he never saw the Caribbean mald anywhere. 
CP. 161) 

Mi th the rejection of this • hol'y vafer,· Itassi ter refuses 

the secular counterpart of sacred communion. Rather than 
, 

part1C:ipate in the sacrament of -fraternity in this ·World 
'lo,_- ... ~ 

of Mén,· thus fulfilling its "promis,e, of bliss," he, like 

Bannon, awaits a Second coming: -., 

Be thought of aIl the myths of Camelot, ,the 
slastuld "Isles, the Great Good Place, and dis­
.-1.ssed them vith an effort. Let it. lie, he de-, 
aided, for GOd's sake, let it lie. Be sav that 

~ .... ( 

, ' . , 

. ' 
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it [Terre des Hommea] was dead. 
blast of some Ineffable horn 
Cp. 161) 

. 

,-

'in a léentury the 
mi9ht rouae it. 

, ' 

t 

Cor'ttrary to 1iaasiter' s belief, thia model of .a' univer-
, 

saI community is hot dead. It is, however, deadened by the 
... . '. \ 

fixed vocabularies of myth .and eftc?atology. Thei-c- dispen-
, 

sations of ritual and hereafter are .the "lies" denying that 
, 

~ .. self-determined ~orali ty. May create a wc'rId both great . 
1 • 

and good. - '~ood, however, wants apoc~lypse now •. And this/ 
" , .' . 
the .coll.ection proposes, is aé~.o~plished by putting 'an' 'end 

'to thè failed' and false word.· These characte'rize Han,non' s 

auto~atlc confessions, Mrs~ Kingsland's vO~'of ailence, the 

terroristes do~ma' of hat~, Harley' s dQcumentary- .oh . down~ 
~ , ( . 

.. , ' 1 1 ~. 

·fall, and Tf.)1It anq Connie .Fuesst-a perver'sion of a .human~ta~, 

rian ethos'. Morèover 1 the coli.ceton . d.monstrat~s th.t 
( . . -;' .. 

"hùman art- and love"--forms of: authentic comm~ication and 

the counterpart, of' aacred co.union:'-certifY th,at 'paradis, •. 

la neither lost, nor to cOllle,' but rather '·retain.~· .withi" 

the fabric of a unlteq commu'nity~' 
-

As ~ot.d, La~s~ter' s' 8elf:-impo~ed soli.tud.· 'ia his tac-

it dènia+ that Terre des Hommes •• bodi.es ~h". spir~t of \1ni­

ty th,at, earne this ·World of Men" ite "promise of bliss." 

In this tri~dl s f inal ator.y, • The SingaPore. Hotel ,. the 

bank manager, Lew·· Cut ter, la the • sinne~" who pûrposefull y 

cOllmercial unions fliom their - authentic value .. . ," '-, 
- - . 

As in "Paradise Retained?",· b'lblical motifs reinforce the . .. , -

sa~ra •• nta~ value of human co ... rc. as se.n in the openln~ 

• 1 
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,-

. paragraph (.p. ~6~)., ~he-' bank where Cutter' wOrke resembles 

a ·cathedral-: this is a • temple- 'where authentic transac-

tion is sanctified. -Its - •• '. windows ran right up three 

s~orysW--a~ allusi~n to ~he Trinity--Wand their glass was a 

• • • 'Iery light greyW--an all~sion to the Ho1y Spirit de'-
, • l' . 

. picted in' the ~orm of the dove. That these windows '''-really 

shoUld have been stained glass" 8u9gests that 'this '''temple W 
. ' - , 

~ill ,be defiled', arid the scenes on the gl,ass port,ray how. 

,,- They ahould "depict[ ing'] B.j.bl ical ~icenes: Chris~ _ welcomin9 ' 

,the .monèy-cl1angers to' t~e T,emple, th,e 'SaÎnarltart p~ying off 

the .landlord. w As this 'passage reveals, the'story concerns, 
1 ~. • ~ 

the rnel'cenary ~scent· of. ,Lew ,Cu~ter--the "mon-ey-changer w
• who 

, .. 
-chi?-ngesW genui!1e 'human commèrce to ·false-.-and subsequent 

. 
downfall Qf' his counterpart, Dougal :Baird. By contrast, 

. this actuary is. a "Samari tan W 'who ,9uards. the "actuaJ, W or 

authentic value of transactions. 

'A secùlar 5;>reacher, Baird teachea ~ia students th­

.mèarHng of ~ syrnbol ic banking." ,His,~ lesso,n is that the ,bank 

repr~sent~ the protection of genuine value in the sama way 
, , . 

'tha 1: a . te,lllple la a repos! tory for fa 1 th. In extension, 

j uat 'as the spirit 105 entrusted to the care of God, 050 105' . . 
money'put" into the banker's charge with the faith that !ts 

valu! will be kept intact. Thps, Baird instructs his pu-

pils that.money "is the symbolic expression of public con­

fidence in'the economy of' the issuing'bodyW (p. 165). This 
",. '1 1 

b.in~ th~ ca~e, j ust as the te .. ple stands so long as i ts 
.. 

;ç 4 •• 

" 

• 
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sacraments testi'fy to the Real pr.s~tnce, so does the bank 

r.~ain solvent as long as its set of sacraments--the eco-

nomic uni t-,-represent real value. This is Bair~'s warni~9 

when he states that " •• ,-/ the value of ~he curt:enc,y \1111 
~~ "" 

be accepted as long as the circulating traders have confi-

dence in i t ~s an expression of real priees" (p. 165) • 

Cutter, ignoring Baird' S ,sermon on "real value· (" l don t t 
" . 

understand "about real prlces~· he protests [p. 165]), cre-
t 

ates a "flawèd· system of plastic credi t: a commercial 

or_ptatian that di.torts true .value. 

c~tter' a wish ior ascèndancy Is !ul'fllled. " The actua-
, . 

ry commits' suicide in, the .appropriatel y named Singa'pore 

Rotel (.emphasi~ added), unabl. as he / ia to accept that' his 

{deal~ have been corrupted. "How cduld" such a person ge~ 
. 

'" .' 

himself in that position ~ If Cutter wonders as, ,he gloats,' 

·.full of paasionat;e hatred', bitterness, vencjefu1nes~· (p.' 
, . 

172). ~~ his moral bankruptcy, this'false '~ostle fails to . 
1 • t \ 

r.ali~e 't,hat his d·istortion of t'rue value placed" his teach-

er there. 

The cycle of fall that follows th. corruption of com­

munication in ·The oog Exp1,osion ," the opening story of th,. 

fourth triad, ls reexamined in the opening story of the fi-

nal triad. Ironieally entitled "cura pastoralis·. (·cure of 

the'pastor·), it'concerna the consequences of an Archbish-

op". failure' to properly advise a young priest. Just a. 
J 

the priest accuéed !)f child-lDolestirtg predicta a cycle of 
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downfall (he knows he will -do it again and agaln- [p. -­.. _-~ 
187]), the Archblshop capitulates to the -magnitude o! his 

dereat growing day ~y day" .(p. 187). Whil:e the 

priest complains c that his "religious life • wasn' t 

alive" (p. 180), it is the Archbishop's faiure to revita-

lize The Word that condemns them both to a fallen world • 

In the central story of thls triad, .. The Frui t Man, 
1 

the Meat Man & the Manager," it is a grocery trio's message 

of brotherhood that is silenced. The "soli taries" of this 

triad, they are forced out of commission by their lack of 

faithful clients. Just as the absence of human commerce 

provokea tasaiter' s vi'sion of a dylng community in "Para-

dise Retained?" 
\ 

(the prevlous central story), so does it 

\ 

"They'll miss us," the manager thinks, " here. '. . . thls 

part of the street will be dead for retailing. • We 

draw for them: they drew for us- (p. 196). Like the groce-

ry owner of -Getting. to Williamstown" and saul Rasher ot 

"The Good Tenor Man," Znaimer and his tellov "Hosts- are 

abandoned by thOS8 faU ing to preserve the bo'nds of C:OIlUllU-

nity. 

While secular, and, ultimately, sac:red unions are se v-

erad, the collection demonstrates that the true ward and 

kind gesture--" human art and love" -:-are the dail y sacra­

.ents that restora them. Frank Pastore co~mits himself to 
, 

his novel, and vith this, to his audience. !he ~arity of 
--"fi 

Brother Andr' and his followers restoras Mrs. Moore to her 

4(paw 
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community .of believers. Menahe. Luboshutz, mostly through 

telling parables, transforms his community into a place of 

worship--of . man for others and, indirectly, their Divine 

Bost. Finally, Jack Gen~vese, the fruit ma" of the title 

story, gives two pears to Sarah Cumm!ngs' sons, f~ee of 

charge. This gesture is charitable in itself, as weIl as 
. 

the initiation of ·these sons of men into the Way of the Son 

of God (pears symbolize Christ's love for mankind48 ). Mor­

ria Znaimèr, the manager of the grocery trio, sends post-

cards to faithful custon\ers. with this counterpart of 

. Logoi, Znaimer consecrates their loyalty both in his o~ 

·name· and. in his Creator's. Bis message is that Grace, as 

the Archbishop fails to realize, manifests ltself to those 

who reproduce His spirit of unit y within the fabric of dai-

ly life. 

"rhe collection concludes with a progression from the 

fallen priest in ·Cura pastoralis,· to the aba~rin­

ity· in the title story, ta, final1y, the cult-poet or 

·false priest· of ·Whos paying for th!s CalI· [sic]. 

Whereas the Archbishop fails to disseminate The Word, th!s 

poet, a cult-messiah who plagiarizes his vay to fame, 

abuses lt. As noted, the nag1ect is 

thrown back to him by tha priest has misadvised. simi-
• 

larly, the poet, who has ·come on e god/· ·pays· for his 

posturing when he is forced to accept the calI of a dying 

/ "evotee, desperate for some healing words. • krlshna and 

H ! 4#" 
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christ probably same word [sicJ- Cp. 207), the poet 'con-

cludes at, the story' s end. Whil. he has acted as a false 

apostle, has exploi ted and corrupted the verbal links for 

co_uni ty, their pur pose , he discovers, ls to transmit:: the 
, 

un1versal value of taitn, virtue, and truth. These, the 

collection proposes, are t~synthesizin9 principles behind 

aIl communities, secular and sacred. 

I,n this chapter, we have examined five triptychs in 

which • human art and lov.· are fuI filled, ne<Jlected, and 

corrupted by ·saints,- -solitaries,· and ·sinners.· 

.anal co .. union,· Hood writes, -is the vary modal for know­

in9.-49 Through art and love--scripture and sacrament that 

unit Y the human assembly--we affirm that the Spirit of uni-' 

ty ,does, in fact, reside ·within the world, inside our-

selves.· 50 In The Fruit Man, the Meat Man & the Ma~a~~, 

Rood gives us his ward. 

·1 
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CHAPTER rUR 

rROM DARX TO L:IGRT: 

- 'l"IlB PILGRIM' S PERSPECTIVE IN DARlt GLASSBS 

"Buman art and love are models of immortality," states 

.the epigraph to The Fruit Man, the Meat Man & the Manager. 

As noted in Chapter' Three, this collection is arranged ac-

cording to the rejection or enactment of "hul'nan art and 

love," authentic and life-enhancing models of secular com-

munication, and the counterpart of sacred communion. 

Whereas Fruit Man demonstrates that a "rightness of action" 

prevents a fall into social and sacral alienation, this 

chapter examines how Dark Glasses establishes its concomi-

tant -rightness of sight." Like Fruit Man, Dark Glasses is 

similarly structured in relation t9 its epigraph, here St. 

Paul's instruction to the Corinthians that, "For now we see 

through a glass darkly: but then face to face" (I eorinthi-

ans xiii.l2). In this collection, characters jain company 

vith the Corinthians as they fail or fulfill St. paul's in-

vocation to confrontations with the self, others, and ulti-

lIlately, the oivine Bost. 1Jithout this heightened percep-, 
,-* 

( tion, through vhich we know ourselves and each other, ".ven 

li 6 
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'..... " as [~e] are known· coapletely by our Creator, enlightenment 

ls obscured by • partial" kno~ledge. This is St. Paul' s 

warning in the continuation of the epigraph: • • • but 

then l know in part, but then shall l know ev en as l am 

known. " The collection's central question, therefore, is 
t:I' 

whether characters remove their ·dark glassfits· of incom-

pIete knowledg~ to achieve enlightenment. until thls is 

achieved, they remain concealed from themselves, from oth­

ers, and, ultimately, from their creat~ 

.... 
" 

'" . ~ 

In 1976, Barry Cameron stated that "[t]he epigraph ia 

• an implicit statement about the over-all struFture 

• of the stories."l In the sàme year, David Latham, 

commenting upon Dark Glasses, acknowledged ·Hood's predi-

lectlon for.arranging his 'pieces according to complex num-

erologies.' "2 No cri tic, however, has examined how the 

epigraph's invocation to. confrontations with the self, so-

clety, and its Creator, provldes the collection's structur-

al cohesion. This chapter will demonstrat~ that just as 
L.. 

The Fruit Man, the Meat Man & the Manager is structured 

upon· five triads, sequenced acèording to models of moral, 

amoral, and immoral conduct, so are the tw.lve stories of 

Dark Glasses triadically arranged. Devoted to tw.lve "dis-

cipIes" for moral viaion, four triads are structured ac­

cording to their visions that are sequentiaIIy falIed, fal-

sifieël, and fuifill.d. Accordingl y, each triad opena vi th 

'a condition of perc.ptual confusion. (This is seen in "Go-

h 
l 
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ing Out as a Ghost,· ·A Near Miss,· ·The Chess Match,· and 

-The Hole,.·) ,This is tollowed with the ~ejection of moral 

insight (as se en in "Socks," "Incendiaries," "WOrst Thi.ng 

'~er," and "Dark Glasses·). The triads conciude with epi-

phanies into the true nature and potential of man in his 

quest tor personal and collective salvation. (This is seen 

in "Boots," "Thanksgiving: Between Junetown and Caintown," 
, 

"The pJ.t~her,· and "An Allegory of Man'Is Fate.·)' 

Bach triad, moving trom moral dimness, té darkness, to 

enlightenment, ill ustrates the various "dark glasse8," or 

false frames for vision and conduct that obscure secular 

and sacral redemption. The first triad. describes an op-
" 

press'ive sociopoli tical system. The second triad con~erns 

the interpersonal roles that obscùre authentic confronta-

tion.with the self and with others. 'l'he third triad exam-. 

ines the parametera of corporeal ex istence that disguise 

the illmortal spiri t. The fourth triad conclude~-~e col-

lection by exploring the shadowy frames of.metaphy&ics and 

aocial theory_ that obscure material reality. "If things 

are to be built of glass, let it be dark glass which con­

fers an il1usory sol idi ty· ,C p. 125), states the narrator of 

"Dark Glass.s.· This, of 'cours., inv.rts st. ~aul's invo-

cation to social "and sacral enlightenment. Each story ex-
, 

plores wheth.r vision penetrates the ·illusory solidity· of 
, 

th.se inauthentic frames for being that obscure face-to-

tace confrontations, and the pe'rsonal, social, and ulti-" 

aately, sacral illumination .they engender. 
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,ThE! conditiQn of moral confusion that introduces the 
Q 

tour tr iads ls a product of the "partia~. knowledge" St. 
1 

Paul disclaims. This incomplete awareness is characterized 

by the failure of characters to synthesize real and ideal, 

body and spirit, man an,d Maker: the prerequisite for vi-

sio.nary enlightenment according to Hood. Accordingly,. the 

nameless ·narrator of "Going Out as a Ghost" sacrifices div-

ine justice to its imperfect social counterpart. The sec-

ond triad ,opens wi th "A Near Miss," in which Marnie ex-
\ 

changes physical reality for idealized still life. In "The 

1 
Chess Match," opening the third triad, page Calverly mâtch-

es only his corporeal frame against death, unable as he.is . 
to envisage the immortal spirit within. The metaphysician 

~ 

of "The Hole, ft introducing the final triad, is similarly 

blind to the reality that body and spirit, concrete and ab-

stract, compose the "whole" of experience. Whereas Calver-
1 

I Y subordinates the, spiri tual to the physical, Laidlaw sac-

rifices sensible reality to his ~orld of Ideal fprms. 
, .. 

The first story, "Going Out as a Ghost," examines the 
1 

dark glasses of legai justice that obscure the code-of Div-

'. ine justice. It begins as ,the nameless protagonist re-• 
" t' 

ceives a telephone calI from a ghost from his past, Phi~ly. 

wh1te. An old high-schooi classmate, he ls now imprisoned 

for fraude The air of deception ls emphasized by the sto- ~ 

ry's Hallowe'en setting. As the time when fallen and rIe,..., 
l' 

deemed spirits meet in chaos, 3 i t suggests a fallen wor,ld 

, .. 

1 

1 
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that disguises the 80ly Spirit of truth, justice, and mer-

cy. While Phill'y' s resemblance to these fallen spirits ia , , 

im~èdiately established (he is a "coogenital nar who nev­

er, even by acc,ident, said the tlain truth" (p. 19]), the 

story revolves upon the p'rotagonist' s moral dilemma. If he 
4! 

rejects Phill y' s calI for help, his plan to "go out as a 

ghost" (" the lowest deep of impoverished fantasy," as he, 

admits [p. 7]) will confirm his irrability to envisage and 

enact the reaurrectiott of fallen humanity. If, however, 

the~ protagonist accepts Ph~l1y' s "calI," he will, in ef-
, 

fect, become the embodiment of the Holy Ghost, by extending 

its same spirit of mercy.4 

Philly asks the protagonist to visit him at ,the deten-

tion centre. An urban purgatorio, it ls described as "a 

deceptbre building" (p. Il), "~he embodiment of a lie" (p. 
0' 

Il). ythe "lie" in question 'ls c1arified by Philly's mis-. 
1 

transl1ation of this place as a "prevention centre," for 
~ 

here transgressora are mere1y "detained," rather than "pre-

vented" from further downfall.) "[A] shiny po1ished dark 

monoli th" (p. 13) 1 i t is "[ s]orne sort of abject ol perverse 

worship" (p. 13) for ·,sinners" and prosecutors a1ike. Bere 

guilt goea unmitigated ,by the spirit of torgiveness and 

salvation, for "many," ve are told vith Bib1ical under­

tones, "died on Parthenais Street without receiving e1th.r' 

condemnatio,n or justification" (p. 19). The protagonlst, 

, however, shares phill y' s talleno world. Bis house is "shut 

, ; 

t 
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tight and stuffy· like a coffi~ (p. 9): moreover, his 

friend tells him it • is a1ways a little haunted" (p. 10), 

and we suspect by the sa me fal1en spirits that plague Phil-:: 

ly. As if to confirm this, the protagonist sees the goril-, . 

la mask hanging in his son's darkenet room: ~e is ·troubled . 
by the human cast of the bestial shape· ('p. 8) that sug-

gests social and( moral degen"eration. That it is masking 

tape he retrieves for his son suggests that while Ph!ll y 

"masks· the spirit of tru~h, the protagonist ia guil ty of 

concealing its spirit, of mercy. According1y, ,"[h]e felt 

himself being drawn into the ~position ol co-conapirator, and 

even accompl ice. Be had enough 0 free-floating fear of hav-

ing done something criminal in his imagination without 

this· (p. 17). Thi's ~free_floating. guilt may signitfy a 

subliminal sense of th Original Sin that defiled the In­

carnation 01 trut~ tic., and mercy. The protagonist, 

however, is given the opportunity to exonerate himself by 

offering that same indiscriminate compassion to Phil1y. 

Por if Philly inverts the spirit of the l'ilt Deus by embo-

dying fallen humanity, then the narrator is called upon to 

resurrect him. (Barry Cameron supports this when he argues 

that the story • pivots around the notion of Ven! Creator 
" 

Spiritus--' Send forth thy spirit and they shall be cre4ted, 

and thou shal t renew the face of the earth.' Il The Veni -
,c.:.a;ott~~iritus is the liturgy that celebrates the mani­

~.;tation·': of the Pentecostal Spiri t. Cameron maintains, 

41 , p 
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there~ore, that the protagonlat may red ••• Philly' s life 

- juet as the 80ly Spirit redeelDa the lives of the Christiane 
-
in Act·s' 2. 5 ) 

Philly ~inda the protagonis:t ot hie responaibility 

to humanity. -We are aIl responsi~le' for one another- (p. 

18), he claims, adding tha~ he ia ~bnly tryinq to make con-

tact- (p. 21) so that he can ·get straightened out and 

.tart again-' (p. Il). As Lawrence Mathews auggests, phil-

ly' a calls for mercy, even the ·clamorous" sound of the 
" 

t.lephon~'s rlng, evoke a senS8 of De profundis c:lamavi. 6 

'1'here is, he explaina, ·a faint but discernible S'u9gestion 

of lDan' a att_pt to reach the Divine Seing,·7 or one who , 
•• bodies His Spirit of compassion, it may be added. 'l'he 

protagonist, how.ver, rejeeta this confrontation vith the 

corrupt (-1 don' t have any reaponsibility for you, - he 
\ 

.aintains [p. l8]): h. will not •• et Philly ·tace to 

~ace.· Although he is troubl.d by -legal definitions- of 

cri.inality that are -always abatract, inexact- (-Nobody 

knows what la, truly criaina~, who are eulpable· (p. 19], he 

thinks to hi •• elf), hi. re.ponse, nonetheleas, ia that he 

has no "Get out 9f Jail free cards· (p. 18). While the 

protagoniat ia pragmaticallY"'j ustified in sev.ring him.elf 

froll Philly'. criainal nature, in abaolute terma he haa 

d.nied Philly, and ultimately, himself the spirit of Divine 

•• rey. His moral perplexity, hovever {- l did right, he 

told him.elf, l did rig,ht (wrong), l did right, right 

• 

t , 
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f', 

(vrong), 1 did right- [p. 21]), auggeats that he reeognizes 

the .oral inadequacy of the eriminaI code, and moreover, of 

thoae who depend exclusively upon it. Thua, .. nia original 

intention to -go out as a ghost" is revealed in its f.uII 

signifieariee. Rather than resurreet the morally and spiri-

tually -dead," he has adopted the disguise of the legal 

code whoae dark glasses ahield the oivlne c:ode of justice 

1 tbat offers absolution tQ aIl, penitents. AS his action in­

dieate~, he is unable to take these dark glasses off. 

In every triad, situations of moral dimness are fol­

lowed wi th the outright' rej.etion of moral enlight.nllent. 

CO.enieo Lercaro of the following story, - Socks, - perpetu­

atea .OCi~ injustice. In his nearsightedness, he exploits 

hia wife just as he is .xploited by the social structure he 

neither understands, nor attempts to ~ransform. "Incendia-

ries," the central story of the aecond triad, concerns the 

aucce •• ive "accidents" perpetrated by Tanae and Georg_ 

Marshland. aere 1 dark glasses take the form of th_Ir cold , 
reason that rationalize. their inhu.anity. In ·Worst Thing 

sv.r," the central atory of the tnird triad, Gordon Beving­

ton condemns his siater' a car. for a dying man as "the 

vorat thing ever- to have befallen their hous •• In his 

aoral blindneaa he refu •• a to recognize her lIercy as th. 

aource of her humanity and her aalvation. The central ste-

ry of the Unal triad 1 "oark Glasses," examines the rela-

tio;nst)ip between the namel.ss narrator and the Lev_thals, 

f\ 
l' 
( 
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who are, ostensibly, "champions of social justice." Theirs 

are the dark glasses of self-righteousness ~nd social r~et­

oric that mask the reallty of human suffering. 
,-

In "Secks" and i ts cOIIIpanion "Boots," two characters 

attempt to procure this footwear. Oomenico'Lercaro, the 

Italian immigrant of "soots," wants thick sock~ to warm his 

feet while he works on a snow-relDo~al truck. His wi!e, as 

careless of his co.fort as the system that subjects him~to 

tortuous labour, claims his socks for her own. "My wife" 

of "Boots· needs pracXical snow-boots but storekeepers only 
4 

offer her a more fashionable i tell. 

Ghost," the ghost costume is the emble. of the legal frames 

for moral conduct that disguise a hu_anitarian judiciary. 

In these paired narrative., socu and boots are analogues. 

of the economic and politi~al frames for being that prevent 

aocial, and ultimately, moral progresse Ae Hood explain.: 

In the deliberately paired stories "Socks" and 
"Boots" l have chosen incidents fro$ ordinary 
lite and ehat'acters sueh as May be met vith any­
where, and l have attempted to look steadily at 
the.e persons in the hope that something of the 
noumenal will emerge •••• 

These staries are, ta begin with, pelitieal: 
they are about the ways in whieh livin9 in socie­
ty modifies our desiras,. a vet'y Wordsworthian 
theme •••.• We can buy only what' s offerad, and 
our range of choie. is surprisingly limit.d.S . . 

.~ , 

The "noomenal w element of· the stories Hood mentions in the 

above quotation is revealed in their parable quality. 

Their examination of whether the prot4<}onists extend their 

p ... 
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·range of ehoice,·· and indir.etly, of existence, by procur-
, 

ing their desirad ite.s, signifieantly footwear, sU9geat. 

that they are modela of a ·pilgrlm's progr •••• • 

As noted, the nameless protagoni.t of -Going Out as a 

Gh08t· sacrifices Philly'., and ultimately his Ovn, redemp­

tion, unable as he is to envisage a .. ereiful ~de of jua-

tice beneath lts imperfect .ocial eounterpart., In ·Socks,· 

DO •• nico Lerca~o sacrifice. hi. qu.st for .elf-di.covery to 

another falai!ied model for bein9--the economlc Leviathan. 

BIlbarking upon a que.t to axtend ~his range of existence, 

Do.enico finds hi ••• lf the vo1untary victi. of econo.ic ty-

ranny. Leaving hi. native Calabria, -too .uch of nothing· 

(p. 22) vi th -an everlasting fee1 ing of being on th. ex­

tr ••• edg. of th. world, - h. arrive. in Montreal. ae i •• g-

ines that its -speed- and ·straight 1ines· vi11 r.plac. the 

-di.organiza tion of his own history· ( p. 23) and - the 

blanlm.s. of vhat had happened to hill .0 fac- (p. 23). 

Confronted vith the limited vork options available, oo.eni-

co, hov.ver, experienc." a revelation: social definitiôn 

d.prive., rather than encourage., individua1 expre •• ion. 

As we are to1d: -[h]e began to .e. that an organized lit • 

• ight be a falsified lif.--construction work or gardening 

••••• d to be the work options open.. This se.med very 1118-

itlng a. h. had never don. either· (p.,23). 

In au .. er, Do.enico find. work on a garbage truck, and 

a. the city i. tran.fo,r.ed into a -termenting-infecno, h. 

" 
~ ____ _____ -L< __ ___ ~ 
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ia wafflicted· by a rash that sears and bli.t:ers his feet. 

In vin ter h4W works on a snow-re.oval machine as freeze and 

anow br ing • progress- ta a hal t. His que.t for personal 

fr.edom i. exchanged for servitude fa Leviathan, for 

- he was now the servan t of an immensel y strong and . . 
active machine vhose piercing cry was the sound of a divine 

~ast - (p. 23). 

Full lIe.bership in this faUen world ia evidencec1 in 

Do.enico's 'marriage, where huaband and wif. similarly .x-

ploi t each a ther • This is .een .ost notably in th.ir ri-

yalry oyer a thick, vara pair of socks. Aware that -darn-

ing hia soelta vas servitude for her- (p. 28), DoII.nico in-

aists, non.t.hel •• s, that his wife fulfill t.his servicel"'-as 

•• nial a. th. worlt he is cOIIpeUed to perforœ. In turn, 
, 0 

bis vif. ,i. as careless of b.r huaband as the syste. for 

vbich he vorks1 sbe vanta var. soclta t.oo and refuse.~ to ae-

coa.odate. As ve are told: ·She did not s.e. ta understand 

how i.portant hi. feet were. Sh. wanted ta discuas her own 
. 

feet wh ich vere al va ys cold in bed· ( p. 2S) • Returning 

ho .. late one' evening, he diacovera his vife in bed, his 

tbick, nev1y darned soclta varming her feet. • ae shook aIl 

oyer hia body and raisad his arms above his head, his .outh 

opened in a strained cire1e, a silent hovl. . He took a 

quick involuntary step tovard the sleeping voman. His 

h.art burned with resentment· (p. 28). In his' irrat ional 

and violent conduct, Oo.enico inverts the action of his 

4; t 
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For while St. Domenie embraeed ~t. peter with 

th. -kiss of ,peace,~ or pax9 (the tradi~al sign of 
, Ct 

Christian fellovshiplO), Domenico approaehes his vife with 

rage. And while this kisa of peace aealed theIr united 

qu.st to spread the faith--St. Francis by teaehing the love 

of Gad, .... St. oominic through rational argumentll--Oomenico' s 

rage i8 without reason. In his dlm-sightedness, Domenico 
, 

(aila to perceive that the aalDe dark glasses of social op-

pression that Y'~would withhold his humanity not only corrupt 

his que.t for econo.ic freedom 1 but also th. sacr .. ental 

union betv.en a husband and wife. While St. Dominic holds 

th. !tey. to the !tingdom of heaven through his saving pover 

of reason,12 Dollenico, unabl. to perceive that 'he has ex-

ehanCJed salvation for servituae, Is lett vith nis viaion of 

hello 

Bach triad conclude. vith epiphanies aa enaractera 

eo.e w tace to tace- vith the inaut'hentic structures that 

ha"e been th. caus. of oppreasion in the preeeding two sto-

ri.s. -My vif.- of WBoots- liberat.s herself froll th~ ty-

ranny of lIoral, or i_oral, fashion. Th. n .. ele •• narrator 

of w'lh.nksCJiving: &et",e.n Junetown and Caintown- transcends 

.exu.l politie.. Bod Gant.nbein of -The Pitcner- is Ev.ry-
1 

-_n who rea1izea that the lIortal fr .... , la enlarged and re-

generated by determination. Finally, in -An Allegory of 

Man'a Fate,' Bronaon repe.ta Gantenbein'a .xallple in teras 

of th. dOlleatic unit. ,proving his .otto that • [t]h.re la 

.... 
j 



( 

L . 

, ""', 

135 

no difficu1ty that cannot be overcome,· he shows his family 

that trial--the "fate" of mankind--leads to sai vat ion with 

faith and perseverance. 

The companion story of "Socks," "Boots" reexamines how 
,./" 

economic imperaèives are the dark glasses that reatrict the 

range of choice, of existence, in terms of the dictates of 

fashion. In "Sober Colouring: The ontology of Super-Real-

ism,· Hood comments: 

'My wife' in "Boots" feels trivialiZe~y fash­
ion: most women in middle-clasa c ircumstances do, 
l think. To wear high heels and a girdle ia to 
.nslave youreel f--to adop~ the badges of a hflmU­
iating subservience. This story tries to make 
its readers sense the galling frustration felt by 
intelligen t women when faced wi th the clothea 
that hshion display. • •• 

The two stories [" Socks" and "Boots"] con­
tain larger implications than their subjects 
would 8uggest .13 

o 
While the protagonist of ·Going Out as a Ghost" and Domeni­

co of ·Sock.~ capitulate to oppre •• ive ~ocial iIDperati" •• 

(legal and .cono.Lc 1I0dels for b.ing, r.spectively), "illY 

"i f." of ·Boota· is determined ta confront the. "face ta 

tace.- Sile .nvi.ag •• 'the withholding ot practical boots 
; 

for 1IO.en aa a ·conspiracy· againat personal, and ultLaate-
i 

Iy, !DOraI fra.do. of choice. Moraover, ahe la dater.ined 

to overthrow thia con.piracy aa ah. pursuea her d.sired 

co_odity. Thua, whil. ·Soclea" ia an invert.a ·pUgri.'. 

progr ••• • that olfer. th. d •• cent portion of ~he qu •• t sto-

ry (cli_xing wh.n Do •• nico •••• hi ••• l f swallowed by th. 

• ;- t 
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anov-removal machine, a w.echanical b.aat[al-14), -Boots· 
. 
otfers lts complementary a.cent. 

When -my vife'sw husband eannot understand vhy she at-

tributes - the cause of a personal problem to aOme invisible 

group of evil plannersw (p. 29), she aaviaes him that 

-[t]here'a a principl. involvea· (p. 34). - Fashion makas 

morals,- ahe explains, -a human being who is fool enough to 

wear a girdle and- bra can only behave in c.rtain vays--sub-

missive, dependant, silly, and lt' s the aame way vith snow-

boot.· (p. 34). -My vife- not only procure. h.r desired 

item (sh. anatehea a pair of .en's galoshes from an unsee-

ing .torek.epe"r), but alao att.llIpta to re.ov. -the preju-

dice, th. taboos- concerning the lilIIitation of cOllllIIodities, 

and in this, of fr •• dom of choie.. -Nov, two years lat.r, 

ve're b.ginning to a •• similar boota on many othe'r vomen,-

atate. her huaband, • ~rhaps a aign of Cl nev, moral, faah-

ion- (p. 38). In thi. triad, it ia -my vife- who fulfill. 

st. paul'. directive • By' comlng • face to fac.- ",i th her 

• ociety'a li.ited framea for economic, and indirectly, 

IIOral being, and by ,challenging othera to do ao in turn, 

thi. pilgri. ha. progre.aed, with oth.r., aoreover, fcHlow­

ing in her • tep •• 

The fir.t triad in D.rk Gl ••••• conc.rna the"l.gal and 

.conoaie fr.... for being that hide •• n froID him •• lf and 

other.. (This ia r.flect.d in th., charact.r.' cho.en coa-

tuae. that coneeel or reveal auth.ntlc being--ghoat coatuae 

, \ 

" 
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and gorilla lDask, socks and boot •• ) In the second triad 1 

interpersonal roles are th. -dark glasa •• - that simUarly 

obscure enlightenment. Thua, wh!le social definitions of 

~ jua'tice ob.cure moral reality in -Goinq O~t as a Ghoat,-

Marnie of - A Near .Us.- (intrGducing the aecond triad) ia 

prev.ntad ~rom confronting physical raal i ty by her ~ather' a 

narrow world-vie\l_ - aeing what ·1 am, Marnie,· he~ father 

explains, ·1 limit your vieva. You muatntt judge the world 

by the people on your block "," • l don "t know that l' va 

do ne right by Vou, bringing Vou up in this atlllosphere" ('?_ 

44) • Rer -wobbling plate,· -eternally set down over a 

crack' between the leavas· (p. 36), sugga.ts thia domestie 

repre.sion of her "consumption" of the mat.rial world_ 

Subsequentl y, she • wobble." betveen raal i ty and the dis-

torted Interpretation ot lt provided by her father. 

Ber tear of physical reality (-1 naver met a man who 

didn' t .ake .e t.el threatened vi th rape,· ahe .xplaina 

[p. 47]) is refl.cted in her choiee ot husband. In hi. 
A 

-cautious hu.ani tarianism" and Utopian ideals for social 

refora, he r.sellb~.s a -virgin betore th. event,· and Mar-

nie wonders • [dl id l .arry hi ... for his beautiful blueprinta 

and his utopian views or because h. tsntt a s.xual threat-

(p. 47). Like her father, he offers her on1y -blueprints· 

--still lite repr ••• ntationa--of reality. (In Paul, Marnie 

has found her counterpart, for h. too cannot - face up to 

the val thing8 ar.- [p. 49].) At a fa.il y dinn.r, a cousin 

-
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vith unknown insight marks the siaileri ty between Paul and· 

an ancestral portrait, and later Marnie notes to hersel~ 
U 

that indead, -he looked kind of varni.hed· (p. 49). 

Only once do.s Marnie qet -through to a man, really 

through- (p. 49). 'l'his i. - tha near miss· vheréby she' and 

her father contront each other a. he at tempts to rectify 

the distorted picture of reality he has drawn for her. 

-l'd lilte to do so.ething for Vou if l could, to re~riave 

some of the damage l've done, - he expla~ns, - ••• l vant 

you to balieve--you !!!E. believe--that; no proper lDan vill 

assaul t or abuse yeu. Salieve this and dont t be afraid-

(p. 51). But the ~reado. of vision.- that would allow her to 

_et the oppasi te ,.ex - face to face- vi thout tear of their, 

or her ovn, sensuality is quickly 

her tather' s funeral arrang .... nts, she add. his likanes. to 

her gallery ot aneestor.. -pictur •• on the wall. Not to 

De afraid- (p. 52) 1 sh. thinka to harsel f. 'l'hrouq h the 

atatie repre.entation--another 8blue-print- of reality--she 

tals~fi.s the -living .ove.ent- of his person she had that 

one ti.. tel t 8lilte an electric .hock- (p. 51). -"'y 
friand., .y gallary, the.e are not .. en but picture.. Man 

1 

you have to touch8 (p. 52), sha adai t. at the story' s .nd. 

on.ble to re.ova her dark gla •••• that .hield her trom phy-
(> 

aieal being, sha exchange. her !ather' s balatad 1agacy--

"tha fra.dom ot the kingdom of IHn---for .till lif •• 

In 8Soe k.,- the c.ntral .tory ot th. fir.t triad, dark 

glas.es take the for. of Do"Dico ,Lere.ro· s laek of reason 
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-
that prev.nt. hi. ~rom confronting the inj uat:ice perpetrat­

ed by his soci~ty, and ~knowinglyf. by hi.self •. In -Incen­

diaries, - . the central .tory of the second triad, Tans~ and . 
'. 

George Marsh~and wear the dark glasses of ~ r~thlesa power 

o~ re.soning that defends their abuse of ~ife. Thua, they . 
dismisa the negligenct? leading to their infant' a death as 

an -accident- (-ItIS nobody's fault,- ia their ~itany for .. 
absolution (p. 55]). In fact, their care~essness makea the 

still-birth a' self-tulfilling prophecy, and Tanae -always 

.. id to herself that she'd always expected, aa much- CP. 

S3) • The hospi ta~, St. no.inic' a, recall ing hi. saving 

power of reason, stz:-ikes an ironie chard. This is because 

th. Marshl.nds' -hardihood- for objectivity allovs thelll to 

distance, rather than contrant, their inhumanity. As ve 

are told, -They shared a certain hardihood, Tanae and 

George, which blurred the lines of what had happened • 

...... ' Looking et th. ,ai tuation objectivel y they told, .ach other, 

th.y had never kn~wn the bab"y and they' vo~~dn' t .. iss her: as 

• petson- (p. 56). 
a 

preterring their -blurred- version o~ the proce.dings 

to th. reality of their laek ot con.cience, they se.k out 

-8O.e n.w amusement,· and adopt a kitten for -fun.- Allov-

inq th.ir nev pet to cavort upon the a.inously polished 

,table, it s1ides into a lit candlestick. Repeating theIr 

previous car.leasn~.s, th.y • vatched, in trance-like slov 

aotion- (p. 61). As George vrapa the a.ad ki t ten in a 
" 

( 
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blank.t, Tanse keepa score of, their • incendiarles." "Whose 
.... '" 

fault was that," she cri.à, " • • • who' s to blame • . . • 
, .f 

~ 'of' -

Oh, whose faul t is i t this time?" (p. 62). T.t'ae soundtrack 
> 

to this second "accident,· "In Diesen Beil' gen Hallen'" (" In 

These Roly Ralls"), form's an ironie 
, 

condemnation of the 

Marsbtands' home which does not hallow life, but ra ther dé-

sf~oys it. As their name reveals" they are stuck within 

the marsh of their immoral reason. They wear the "dark 

glasses· not only of their lack of conscience, but more-
.. 

over, of their ruthless reason that de fends i t. 

1 
1 

1 

1 
1 
! 

Tha progression of this second triad thus far is from 
/ /~~/~-~ _ ~ Î 

n~~nsecrate t y~~rce to the Mar~_ 1.~-

lands' abuse of it. t c cludes in ·~hank,!.9ivin9: From ~ 
Junetown to Caintown" with the narrator' s thanksgiving for 

the cooperation between herself and he~ husband that res-

cu.s t~em frOID being lost,' both from each other, and ul-

timate1y, from their Creator. David Latham comments thàt 

this atory concerna "the domeatic world of sexual polities 
~ 

, 
in which a domineering wife • • • (discovers] that her 

strengtha must be cOlDplemented by har husband' a." 15 Law­

rence Mathews, who sees being lost as a "conventi,onal image 

of alienation frOID God," auggests that the narrator' s expe-
\ 1 

ri.ne. la ·clearly presented as a secular analogue of s41-
\ 

v.tion."l6 The d"ark glassea worn in this story, therefore, 

are the .exual polities that cleave not only social, but 

a1so moral, saivation. Th. narrator,' sel f-described as a 

; 
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"dreadful. rnean wornan," lov.s her husband for 'hie "folly"-­

his "readiness to adventure"--while sh., on the other hand, 

wants '''an ace.!)'s road to hard reality" CP. 64)." ~he story 
\: "\ -

unfolds the type of road they follow, and the nature of the 

reality they find there. 

On the Sunday of Thanksgiving weekend, husband 
o 

and 

wife embark on. a pil.grimage as the narrator leads their way 

up Blue Mountain, which, "shaped o 1ilte a tit • • the 

breast of a goddess· (p. 63), emphasizes her female suprelll-

aèy. The tone ot pilgrimage is underseored by' their emer-

genee out of thick woods at three 0' clock (the hour of 

Christ' 8 crucifixion), their notation ot ... "a squirrel' s nest 

in every third tree- «,emphasis add.d) upon their ascent "3 

miles up, Il and their crossing ot a dam "40 feet across" 

that sU9gests a state of exile • .,. Arr'tving at the top of 1 the 

mountain, the na,rra tor' s cynieism prevails despi te, these 
n 

signs of Grace: "We vere beginning to get ~ view, and what 

a 'Viewl Worth it? 1 can't ansver that: what can yeu do 

with a view?" CP. 67)., 

Th.ir ·Passion" continuas as they b~eo.e lost on the 

descent. Bere 1 however, her husband takas over and to her 

, surprise.. she finda herself ·[t]aking directions from hilDl" 
"'" ' . ~ -
t /' Y 

(p. 74). The narrator's deterance to har husband'a ·fol-
l, 

1Y"'1~ dr readiness ,"to advanture," ultimately reseues her 
'0-

,f~ being lost and afraid. (In his esaay on this story, 

Lawrence Mathevs associatas ~.in9 lost with postlapsarian· 
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exile, and being afraid with its concomitant fear of mor­

tality.17) Finally, she ls led down the mountain to a pig 

farm in what her husband proclaims to be Junetown. The ma­

jor i~ase here asserts the ascendancy of hie masculine pow-
1 , 

er that has resc\led them: "Through the gloom l saw an enor-

mous boar glaring at me balefully. He had the biggest tes-

ticles l' d ever seen, swollen sore-looking grey hemis-

pheres, and made threatenlng noises moving towards us" (p. 

74). At the story's conclusion, the narrator's silence 

places her husband in the literaI and figurative driver' a 
\ 

seat: "l'Il drive," he said, "ahall I? wUl l drive then? 

1 had nothing to say, l said nothing~ (p. 75). This, then, 

ia her wordless acknowledgment that he has acted as her R~­

deemer who has disproved her bellef e:hat"~~aO@, is impossi-

ble under pressures of physical laws" (p. 68) • In the 

"stinking square of felÎced dirt," the narrator has finally 

found her "hard reality clothed in"'-endearment." She has 

discovered- that love and understanding lead away from Cain-

town, recalling the firat defiler of human life, to 8a1va-

tion in Junetown with its ·unmiatakable overtonea of Eden 

after the PaIl. ·18 Confronted wi~h ber own "incapacity· 

(th.ra are 1 she maintains, suggeating a fall from Grace, 

"spaces, l.acks in us . . illpoaing a special condition 

upon the possibilities of li,t." [p. 69]), the narrator has 

be.n torced to remove her dark glasses of disbelief, anp ,., 
has cOlle to rel y upon her mortal, and ilDlDortal, Sav iour • 
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This "face to face~ confrontation has led to their signs of 

Grace, and moreover, to her than~sgiving. 

- The first two triads examine how social and interper-

sonal frames for being prevent face-to-face confrontations 

with moral, spiritual, or physical reality. The third tri-
1 

ad explores three visions of the mortal frame tnat similar-

ly conceal or Feveal its indwelling, immortal spirit. Like 

the protagonists of the previous introductory stories, Page 

Calverly of "The Chess Match" is the victim of his partial 

vision. While the narrator of "Going Out as a Ghost" is 

blind to moral being, and Marnie of "A Near Miss~ is blind 
o 

to physical being, Calverl y' s "dark glasses" obscure the 

reality of spiritual being. In the previous story, 

"Thanksgiv ing: Between Junetown and Caintown," the narra­, 
tor' s final "view· of redemption leads her to ~evoke her 

statement that • .. • we' re aIl dead and buried in the 

long run" (p. 64). Calverly, 

course of human existence as 

in contrast, 

fini te. His 

regards 

analogue 

the 
J 

for 

life, therefore, is the chess game in which he sees himself 

as "playing out the end game • trom an inferior posi-

tion, vith few pieces left for defence, against.an implaca-

ble opponent of great skill and greater patience" (pp. 80-

81). Bis desire to "keep his person immaculate as long as 

he cou~d" (p. 7) reflects his falsely devised strategy for 

immortality. Bis definition of • immaculate" pertains not 

to the spiritual purification that would .ng_nder et.rnal 
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victory (" the sight of priests frightened and ~e-

pelled him these days" [p. 7-7J), but rather to his meticu-

lous housekeeping and toilet. As we are told: "Mr. Calver-

ly prided himself 0.0 a peculiar arècovery of his own: he 

had decided that he and a few others like him were the 

first old people • to possess means sufficient to dis-

miss forever the ravages which old age had always previous-

ly worked upon personal appearance" (p. 80). But this 

"revelation" reflects' his partial knowledge that leads him 

to match his body, as opposed to spirit, against death. 

"It wasn't, he had worked out with himself, that one's ap-

pearance was the beginning and end of life [ironically 

echoing the words of the Lord: "1 am the Alpha and Ome-

ga" 19J. • • • But • • • he demanded respect, to be trea ted 

like any other' human being, old or young • with in 

short his unimpaired human digni ty" (p. 80). The plot un-

folds how Calverly's dark glasses that obscure the reality 

of the spirit ultimately deprive him of his dign+ty, and of 

his humanity. 

Calverly attends his nephew' s funeral, where he holda 

himself aloof froll his family • A solitary, he "had no 

children of his ovn, and had never be.n close to his broth-

er' a children and grandchildren" (p. 82). The sorrow of 

his relatives is, therefore, a atrange ,language to hilD "80 

remote was he frOID the ordinary sequence of human affec-

tions" (p= 83). His e.otional and spiritual bankruptcy, 

however, undoea him for 

-----------_ ...... _-- ,-
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sorne foolish movement of sorrow and fami1y feel­
ing led him to take his eyes off the uneven foot­
ing and stare a 1ast time behind him at the 
grave. As he did 130, he stumbled . • • and, to 
his horror and fright, fell full-length on the 
damp ground. _ •• He feIt himself lifted up, got 
his feet under him, straightened and looked with 
gra ti tude a t his sav iour. It was the young man 
[his grand-nephew] a t the funeral home. (pp. 
85-86) 
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~y denying the spirit of Mercy that would resurrect him 

from his "shame and discomfort" at his "fallen situation,"_ 

he is delivered not into the arrms of the Saviour he imag-

ines, but rather into those of his opponent. Gazing at his 

estranged grand-nephew, he ~saw and recognized the other 

chess player. He saw what he'd expected and feared to see 

. for so long, pit Y in the cool eyes, pity. And behind that, 

at the back of the remote famil iar eyes, con tempt" (p. 

86). Rood has stated that "[o]ne of the great functions of 

literature is the purging of pit Y and fear."20 unwilling 

to rea1ize that only the spirit of Mercy and kindness pla-

catas death unto eternity, Calverly remains in his literaI 

and metaphoric fallen condition. plagued by others' "pit y" 

and his • fear,· the se are his ·dark glasses" tha t conceal 

the eternal triuaph of the spirit first revealed upon cal-

vary_. 

While Calverly att_pts ta pre.erve the "dacency and 

dignity" of the body if nct th. spirit, Gordon sevington of 

·Woret Thing EVer· denie. the dignity of both. ae respects 

neither the ninety-year-old man who. hi •• i.ter marrie. and 
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attempt's-, to "save," nor her merciful spirit that attempts 

to do so. In his mora,l blindness, he fails to recognize 

his sis ter 's self-sacrifice as the source of her rademp-

tion. (Ber carrying of the suffering man ia analogous to .. 

Mary' s carrying of Jesus in his Passion--his sis ter tears 

her abdomen in the process, Mary' s produc"es the source of 

her Borrow as weIl as salvation.) Instead, he derides her 

life-affirming action as self.immolating, comparing it to 

"the custom they have in India, where the widow gets buried 

alongside of the husband" CP. 94). 

Gordon' s damp, darkened cellar is suggestive of his 

moral debasement. The "eight inches of chilly black water" 

(p. 90': emphasis added) it fills wi th recalls the windows 

of the geriatric home that are "eight feet by six" CP. ,87: 

emphasis added). This suggests that he shall come to the 

sa me end as the dying man, but undeserving ot, ~e Mercy 

that has comforted him. For just as Calverly is unable to 

envisage his true 5aviour, Gordon condamns the actions of 

an authentic one as the "warst thing ever,· and in this, 

eternally condemns himself. 

Whereas Cal verl y and Beving ton wear the dark glasses 

of cynicism that condemn the mortal frame as fini te, Hod 

Gantenbein of "The pitcher" envisages and realizes its in-

fini te potential. "Il n' a pas de myst~re dans la cr6ation 

humaine. La volont' fait ce miracle. Mais du moins, il 

n'est pas d. vraie cr'ation sans s'cret," states the epi-

ça 
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graph (from Camus's La cr6ation Absurde). This is an im-

plicit s)atement upon the Divine inspiration that, joined 

with humân aspiration, is Gantenbein' s "secret" for suc-

cess. As does the mountain climbing of "Thanksgiving: Be-

tween Junetown and Caintown" (concluding the previous tri-

ad), Gantenbein's baseball ascent assumes allegorical sig-

nificance. Hood comments in "Before the Flood": " 

under every visible contest a Dantean contest might lie 

concealed. l read pulp stories about baseball players 

• the essence of whose history was the slow rise 

through the carefully graded and aligned minor leagues 

from Class D baIl . . • to the majors. arrivaI 

there would be roughly equivalent to entry into the Earthly 

Paradise."21 The plot unfolds the "secret" behind Ganten-

bein's "fantastic ascent" and how it earns him his "Earthly 

Paradise ... 

Gantenbein is a "tired businessman," an Everyman "like 

you or me." He receives "word" (Logos) one "blue and white 

April afternoon" (blue, symbolic of Heaven and faith, and 

white, symbolic of the purified soul,22 join with April as 

the time of the resurrection of Christ). This news con-

cerns the death of his Aunt Grace, "full of years and in 

the certitude of a 9~orious' resurrection" (p. 94) .. (This 

suggests the Grace he is soon to experienee that resurrects 

his own spirit.) His aunt has 1eft him wi th an .. immense 

legacy" that arrives in the form of $200,000 .. 00 from The 

-- ,._------------ 1 
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Corn and Fleece Bank and Trust. Corn i s the trad i t iona1 

Christian emb1em of the "revived hero' s resurrection," 23 

and fleece is that of aIl life-sustaining produce, hence 

progeny and longevity.24 This foreshadows the Grace Gan-

tenbein is to experience that i11ustrates the means toward 

spiriçual immortality. In addition, these emb1ems tie in 

with the legaey's arriva1 in the mid9le of May beeause this 

is the season of Penteeost when the descent of the Ho1y 

Spirit attested to the immortality of the spirit. 

Gantenbein sees his gift from/of Grace as the opportu-

nit y to "enact his dearest fantasy," and attempts to quit 

his job at Monolithie Life. There he is the "director and 

programmer of a fleet of puneh-card machines" (p. 98), 

whose funetion to measure time connotes the postlapsarian 

awareness of time and death. Aecordingly, the company will 

not release him and "[tJhere was somethlng about this il'1-

slstence that inwardly bothered him •••• What must he do, 

he wondered to persuade them to release him? • • • Old age 

and death, he decided, would get a man out of Monolithic, 

and perhaps abandoned vice but about the last," he recog-

niz.s ironically, "they would calI it sickness· (pp. 

98-99). Despite their cynicism and refusaI to release him 

permanently, he takes a five-year leave (the number five is 

traditionally associated with postlapsarian consciousness 

via th. five senses25). He embarks for a health farm fort y 

miles aouthwest of Plsttaburg (suggestil'\g the fort y y.ara 

,1 sec 
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of exile that are emblematic of man's exile from God). Ar­

riving at this "curious establishment," he is initiated 

into i ts monastic path of diet, exercise, and abstinence. 

Endorsing this regimen with undertones of Ecclesiastes, the 

narrator maintains that "[t]here is a time for everything. 

Full genitality • is not the sole end and purpose of 

human life" (p. 102). 

Unlike Calverly and Bevington, Gantenbeinls faith 

1eads toward regeneration, and he "didn't feel like himself 

anymore" for "Hod meant to give himse1f this latest oi 

chances, and it made a11 the difference" (p. 102). ~nd un-

1 ike the prey ious two protagonists who regard 1 i fe as an 

"affliction," Gantenbein envisages its sa1vation. "It l S 

unbelievab1e what you can do," he maintains, "if you work 

qard enough" (p. 104). His gift of Grace, together wi th 

his fai th and perseverance, raises him to minor ball in 

three years during which he learns how to throw three per­

fect pitches. These are emblematic of the'Holy Spirit be­

hind his "fantastic" ascent. At his test game he goes 

three innings and bunts perfectly in the third: further 

signs of "human aspiration" (p. 109) combfned with divine 

. inspiration. "Little now remains to be told," concludes 

the story, "how in the waning days of the season he started 

and went the route for the win thr.e times. • • how he 

started and won in eleven innings in the seventh game, cov­

.ring himsel f vi th glory. • and how et lest, ten days 
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after the season was over, on his fortieth birthday, hè an-

nounced his retirement fram baseball" (pp. 108-09: emphasis 

added) • 

This player, who "goes the route" of the pilgrim, has 

found his way out of exile, appropriately upon his fortieth 

year. It is not gratuitous that he pitches eleven in-

nings. For unlike Calverly and Bevington, who are self-

condemned to play against time" this "player of the elev­
Iy 

enth hour" is redeemed by his faith and perseverance. 

This, then, is Gantenbein's "secret" for eluding the 

punch-clock that mocks the body of man, but bows, by the 

Grace of God, to his immortal spirit. 

The concl uding triad reexamines the concerns in tro-

duced in the previous triade Calverly~s failure to conse-

crate the totality of existence by reconciling body and 

spirit ia reexplored through the eYes of Laidlaw, the meta­

physician of "The Hole.~ Bevington's callous attitude to-

~ard the salvation of the body and spirit is reexamined in 

terms of social theory in "Oark Glasses." Finally, whereas 

Gantenbein demonstrates the infinite capacity for regenera-

tion of Everyman through faith and perseverance, Bronson of 

"An Allegory of Man's Fate," does the same for the minia-

ture social unit--the family. 

As noted, "The Pitcher" demonstrates how Gantenbein 

co.es "face to face" with Divine Grace, and in doing so, 

cUscovers his "secret" for success. In contrast, Laidlaw 
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of "The Bole" wears the dark gliusses of metaphysics that 

blind him to this Boly Spirit that infuses all being. Un-

like Abraham, for whom the "law· was "laid" concerning the 

divinely-insp~red, / coherent Creation, 
1 

1 

this metaphysician 

despairs over what he pE!rc;eives as the absurdity of mat-

,ter. Thus, he "feels a dreadful shudder of revulsion from 

his own body, which at these moments he considered a loose 
\ 

and arbitrary, accidentaI, coming together of bits of stuff 

that had no reason to coalesce" Cp. 113). "The notion,· we 

are told Iii th overtones of Sartre' s La Naus'e, "made .him 

want ta vomit" Cp. 113). 

Abandoning his quest ta come "face ta face" with ph ys-

ical reality, he "resigned matter ta its own peculiar con-

ditions of inscrutability and ascended ta the consideration 

of imma terial things· (p. 113). Hood, however, disclaims 

this devaluation of material reality. As he explains, 

" the transcendentalist must first study the thinga 

of thia world, and get as far inaide them as possible 

• • • [for] [t]he power of abstraction ••• [ia] an inti-

mate penetration into their physical reality."26 

Laidlaw' s dark glasses of abstraction blind him as 

much ta the sacral as to the profane, for • [h] is idea -of 

Deity was who11y impersonal, an Aristotelian Unmoved Mover, 

the pattern of aIl things • .. • but not personal" CP. 

115) .. , This clasaical conception of oeity defies the con-
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verae between .an and Creation, man and Cre.tor. Hood co.-
--

- -
•• nts in -The Abaolute Infanta : 

Since the hiatory of human intelligence be­
gan 1 .en have been trying ta show tha t the uni­
verse is radically multiple and at the same time 
essentiall y one. • • • ' 

The Aristotelian notion of the unmoved mover 
••• needs to be interpreted and given histori­
cal and social pr~sence. And this apprehenaion 
of God as living and speaking to us ••• the es­
aence of Jewlsh religious belief, is the pertect 
completion of Greek intellectual experience. . . . 

To the two primal elements of Greek and Jew­
iah intellectual and historieal tradition, Chris­
tianity, adda a third and final element • • • the 
myatery of the incarnation •••• aere the neces­
alties of existence are fulfiUed and resolved: 
body and soul, appearance and reality, permanence 
and change, baing and ~ecomin9, ti.e and eternity 
become one. 27 

The story eoncludes with Laidlaw' s -revelationa of 

Deity • (It occurs, significantly, at 2:30 in the afterno~h . 
aa studenta come and go in the aagonya of their examination 

periode In thia, th.re ia an ironie co.pariaon be.tween 

taidlaw's .etaphyaical aagonya that disappears Creation and 

that of Christ who cona.crated it at the hour of his cruci-

fixion. ) Laidlaw' s conception of Divinity, however, dia-

solves, rather than resolves, being--moat notably his owo. 

Aa we are told: -He began to imagine he'd arrived at an un-

condition.d state of pre--existence where he was in his 

cas. , t,ha t is, in or annex.d • • or held i_n the Divine 

MineS, in a state of unmixed ereaturehood before lQcality 

caught hi •• . . • He wasn't dead, not what yould cal! aead 
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preci .. ly. But a lot of people ca .. to ao .. body's funeral· 

(p. 118). Road ",arns against Laidlàw's ·infinite regre •• • 

(p. 115) thate1:ases the manife.t.,· As h. explains: . ·W. 

have to • • :' avoid th. greet a.,eJ terrible temptation of 

'·Platonist th.ology.-28 This is becaus., ~e continues, it 

t.nd. ta • swallow up creatures, creaturehood, even the 

b.autiful whole of the universe itself, in ideal reality, 

to' i .. erse material things in a sea. of pure being 80 unlike .. 
,anything wa can understand a. ta be beyond existence, to 

be, a. far as we are conc.rned, nothing at aIl. • • • ·29 

rafling ta pereeive hi ••• lf, ~. aIl .atter, as the integral 

ca.ponents of signate being, Laidlaw dies into the hole he 

ha. pierced into Crea~ion. \ , 
Laidla",' s lIetaphysics are the dark gla •• es that pre-

vent hi. fro. synthesizing body and spirit, •• terial and 

ab.tract. In ·Dark G ••••• s,· thi. dualiem, engendering the 
J'~ 

-parti.l knowledg.- St. P.ul varna ~f, ia between th. con-

·Thi. story,· the 

narratar infora. ua, -co ... fro. the quality of light· (p. 

119), .nd like -Goinq out a. a Gho.t,· it revolv •• upon an 
\1 

.-.bl.. of disgui ••• 8.re, th. nar;;..tor' a clip-on dark 
\ 

9:1 ••••• that aff.ct thi. di.toFted_
î 
quality of light and 

"iaion, ai.ila'rly hide _n fra •• aab qth.r, and fro. th.ir 
~ 

a"tu.l path tov.rd •• lvation. 

The .tory begina vith th. narrator'. d.scription of 

the dark 91..... h. we.r. to • party to con<: •• 1 hill .. lf 
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from people he dislikes. oespite his uneasiness that wear­

ing dark glasses is interpreted as a aign~of hostility, he 

confesses to prefer their distorting effect. "Psychia-
1 

trists don't say," he adds, "what the content of the situa-

tion is· when both part.ies are wear ing dark gtasS'es" (p. 

119) • The plot unfolds such a si tuation, revealiQg the 
~ 

harmful consequences for vision he anticipates. 

At the party, the narrator meets Berman and Yetta Lev-

enthal, "famous activiste in the vanguard of the civil-lib-

erties 1I0vement" (pp. l24-25), for the first time since the 

death of their son Chaim. 
~ 

engaged by an admiring 

Before'he can 9~e~m, he is 
/ ~ 

guest'. Hiding behibd hi~ 'dark 

, 
! 

1 

" 

, '1 ~ /' '-, 
. glasses, the narrator answers his questions about Nis/~ri~ ~ 

ing "savagel y." "AlI my stories are sad," he replies, 
/ 

"lIaybe 1 can only recognize sad !tories. Some people a~e 

crippled like that and can only~ see disfigurement" (pp. 
'D ' 

121-22) .- The narra~o~' a. ·disfigu~ement" by his rejection 
), 

ot this charity ia soon after mirrored by the Leventhals'. 

-''-Il Rebuffing hia condolencea with the same abrasiveness, the 

Leventhals conceal the tragic: death of their son beneath 

th.ir dark glasses of socUl---I'hetoric. ("'Chaim, Chaim,' , , 

what ia that?' Berllan said, making a brushing motio'n with 

hia 1eft hand. 'The error of the activist is to invoke the , 

atrite 'weapon too readlly •• ~'." [p. 128].) Their son's ".. . • 
n ••• , Chaim, the aebrew word for "life,"~()-" forms an ironie 

conde.nation of their social Ideals that obscure the value 

)11 'fi 4%",*" 
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of life while osten~ibly defending it. The "dark light"-

that the narràtor envisages sur'rounding the Leventhal~, now . " 

equated with their moral .darkn~;-s,J~ .reca'lls ~he "dark­

nees visible" char.act~rizing the vision of Hell in Book l 

of Paradise Lost: 

A dungean horrible on, aIl sides round, 
As one grea t furQace flamec!! yet from those flames 
No' light, but rather darkness visible 
Served onl y to discover sights of woe 

" r. • • • • . . • . . . . '. • ~ • . . . • • , 
, 

Such place Eternal Justice had prepared 
For those qtbellious~ here their prison ordained 
In utter darkness, and their portion set 
As far removed from Go~ and l ight of Heaven 
As from the center thrice tci the utmost pole. 32 

J 

As Lawrence Mathews suggests, the Leventhals' dark 

glasses of theoretics exile them frolt\ the light of Divine 

mercry,," as signified by their rejection of the narrator' s, 

and indirectly, God's mercy.33 The narrator, hO\lever, who 

states that he ia intimately familiar with • sights of woe-" 

(his "sad stiories"), may tran'aform their theorizing upon 

the necessity for "the sufferer who would redeem the world" 

i'oto reality.34 This would be achieved by plac ing them 

"face to face" with the reality of their son' s death. In­

stead, the narrator rejects th~ misguided couple' (·,NO, you 

won't listen. 0 You dontt let ~e tell you, l canlt reach 
, 

you· [p. 129], Herman tells him, échoing the words of Phil-

o.~ .. ly White). J\ilst Î'~s th~ Leventhals hide behind their dark 

~lasses of social theory, so does the narrator, therefore, 

---_._---• 4!Z ; jIxUt '--....,...-~-:------------------_ .... 
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hide behind his- dark glasses of eelf-righteouaness. Con-. 

de.nlne) them as the "cripples· he wrltes about, he seea 

them as ·shrunken, huddled together and feeble"--undeserv-

, in9 of salvation and merey. The "bi9 tire in a tireplace 

of wàlk-in dimenaions" (p. 126) that dominatea the roo., 

reeallin9 the -great furnaee" of MUton's purgatorio, sug-

gests that the narrator and the Leventhala are aqually -ril-
• 

'moved from God and light of Heaven." 

Significantly,' the narrator atates that he .et Mr. 

Leventhal when asked to act as a witnesa at an obsc.nity 

trial. - l'm not clai.ing to be an expert on the production 
Ij 

,~ 

of obaceni ty but onl y in i ta detection" (p. 1.22) 1 he ex-

pla~ns. The narrator' s • statement ho1da, for here three 

characters are on trial tor their obscene -disfigurement" 

of human 1ife: the Leventhals for their "production" of it, 

the narrator for his passive "detection." 

narrator states, "j ustiee moves slo\lly and wears dark 

glasses· (p. 124) • It is lut 1 however, who wears dark 

. glasses. In his refusaI to confront tne reality of human 

\ sufferin9 "face to face," and inslst that othe,rs do so 1 he 

obscures the spirit of divine rnercy, so that it moves slo\l-

ly, and here, not at aIl. 

The concluding story, "An Aliegory of Man' a Fate," in-

verts the previous two stories. Here, the fai thful and 

persevering action, as opposed to abstraction, a1lo,",s the 

protagonist to confront the manifestation of Divine Grace 

, 
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-face to face.- Tha allagorical signifieanca of the story 

1. i •• e(U~tely avident, for Bronson, the story' s protagon­

ist, selects as his sUlUler projact the buildin9 of a boat. 

'l'hi. ts the falllly ark that engenders aIl the hardship of 

wor1d construction, yielding, ulti.ately, the fuifilillent 
. 

of vorld coaap1etion. As Barry Callaron suggests, -Hood in-

vites us to read the whole story of Bronson' s efforts to 

build his boat' • as a type of man' s travail through 

thia world ••• [that] enda with a ••• vision of apoca-

lyptic bliss. -35 Rood commenta upon the story' s a1legori-

cal signifie.nca whan he states, -Think of the vast, vast 

.iconography of building boata and sai1ing boats and sinking 

in boata. • • • To me, b~ilding a boat never exists in and 

by itse1f. It exiata with the sinking of The Titanic, and 

th. 10ss of the battle-cruiaer ~ in the action against 

the Bismarck, and the coming to rest of Noah' s ark, and 

Jesus calming the disciples and holding peter up on 1ake 

Gennesaret. - 36 

Whereaa Laidlaw and the Leventhals sacrifice the mate-

rial to the abstract, Bronson seas signs of the sacral in 

his mundane entarprise. As we are told: "They had certain-

1 Y managed to take on a heavy charge of ~, Bronson con­

'cedad, a load of fami1y spirits and folk narratives that 

dwelt on and in them. To open them would be very serioue 

business" (p. 136). Fortified by "an enriched married mu-

tua! understanding 1" Bronson and his wife are up to their 

,= 
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trial. -!i' am en1arging my range, confrontin-9 and overcolD-

ing obstaclea~ nothing human ia alien to me. There la 

no difficu1 ty that cannot be overcome" (p. 140), is Bron-

son's litany for triumph. At one point he suspeC,ts that 

his self-confidence verges upon "thé savage, unknowing 

pride of streng th and, power called hubr is by the Greeks--an 

atti tude that del ivers punishmen t by i ta very structure" 

(p. 135). ,Trial, however, tempers his perspective of sel f, 

and world, creation, and -Bronson said later that the de-

ception involved in the proceeding was that Vou 'had some-

thing looking 1ike a completed boat very early, but it took 

months--possibly years--to finish it off. He coneidered 

this a rude parody of the condition of human existence" 

(p. 141). 

As noted, Laidlaw and the unhol y trinity of "Dark 

Glasses· wear the dark glasses of vague theoretics that ob­

scure the Sacred image as retlected in the secûlar crea­

t~on. Bro,x:t8on, in contrast, regards his profane task ,as a 

model of Divine creation. Moreover, he never loses sight 

of its coherence although we are reminded that "[v]irtually 

nothing was simple" (p_ 142). Despite "disaster" that 

breaks the almost completed struc ture, Bronson and his fam-

ily persevere and "gather[ed] up the fragments in silence" 

(p. 143). Their world-model, fallen into fragmentation and 

confusion, is reconstructed the following spring--time of 

the Hol y resurrec tion 1 as well as the ir own • Finall y, 

\ 
g 
1 
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( 
theae labourera of the eleventh hour (the boat la eleven 

,te,-t long) are rewarded: IIThe next 8ummer, reaching and 

running on his blue 1ake, Bronson remembered nothing of 
, 

what had pasaed ll (p. 143). Having conaummated their faith 

by transforming its symbol into reality (the boat 18 

emblematlc of the church ln which the faithful find 

salvation from the storms of 1ife37 ), their amnesla of 

previous incompletion ~s their b1esslng, and their sIlas. 

Il l am the 1 ight of the world: he that followeth me 

shàll not walk in darkness, but 8hall have the light of 

1 ife ,"38 Jesus Informed hia apostles. This chapter has 

exall\ined the attempts of twelve "disciples" for moral en-

lightenment, four of whom removed their dark glasses of 

, . " partial knowledge" to confront themselve8, others, and 

finally, their Creator. This, the collection proposes 1 ia 

a realistic ratio for salvation from a pilgrim' a perspec-

1 tive. -

1 , 
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CHAPTER FIVE 

lCONS AlID lCONOCLASTS 

IR ROBE GEHUINB WI'l'BOO".r TalS SIGHA'1'ORB 

As noted in Chapter Four, Dark Glasses Is structured 

upon the presence and absence of moral enlightenment. In 

his latest collection, None Genuine without This Signature, 

Hood examines the signatures of our times tound in com-

merce, sports, pop mus ic, and so forth. As the tit1e sug-

gests, twelve stories attempt to determine whether> the 

roles of contemporary society permit genuine expression of 

the self, and in doing so, of the Real presence whose sig-

nature ia impressed upon a11 being. In this collection, 

"secu1ar scripture" and "media folklore" merge.' _ Whether 

the pJ:'otagonist is a salesman, writer, politici~n, or pro-

moter, his occupation presupp~ses the sacrament of ordina­

tion, with his "calling" devoted, ideally, to the works and 

praise of God. As Hood suggests, "[t]he entire book is a 

study of speech, music, song, the communication of news, 

messages •••• "1 And these he intends "as a parable of 

the sense in which the Gospel is the Good News."2 nA re-

current preoccupation of the book," he adds, "ie that of 

\ ... 
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different kinde of epeech [and] fai'lure to speak."3 The 

central conceJ:n of None Genuine, then, is whether its 

twelve probationary apostles achieve self-expression that 

ia "spon taneous," Il i11uminated ," and "free" (p. 90), and 

with this, designing the mortal signature after the genuine 

and divine. 
. 

The protagonists are distinguished by their membership 

in one of two opposing worlds. This dichotomy, exp1icitly 
t' 

revealed in the seventh story, "The Woodcutter's Th-ird 

Son," provides the collection's moral framework. Through 

Bruno Bettelheim' s theory, Hood defines hie characters' 

antithetical frames for being as the biblical world of re­

'ligious revelation and the mythic world of enchantment. 

The former belongs to the "pilgrim," who se action is the 

autonomous product of ethical imperatives. The latter be-

longs to the "fairy' prince" i l'lis action, by contrast, is 

"compulsive" and "engineered," as befits the "aping of a 

fixed model" (p. 90). "The difficulty," we are told, "is 

to di~tinguish the two courses of life in their effect upon 

the soul" (p. 90), and the, mapping of these opposed "signa-

tures" provides this colleètion's cohesion. 

While cri tics acknowledge the structural cohesion of 

None Genuine, 4 none have discussed i ts princ;iples of orga-

nization. The collection develops through a progression of 
1 

fourths, with epiphanies into the genuine concluding every 

guartet. In the fourth story, "Ghosts at~ Jarry," Mario and 

/ 
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his fellow baseball fans are the "ghosts" of the deserted 

Jarry Park. Rejecting the hollownesB of the "new dispensa­

tion" embodied by Montreal' s 01 ympic stad i um--to Mario 1 it 

looks like a "hole in the sky"--they resurrect Jarry' s com-

munal spiri t--and signa ture. In the eighth story, "Gone 

Three Daye," a liJociâl worker seeks and finds salvation in 

rescuing a retarded boy, who 1 like Jesus, disappears for 

three days. While the social worker doubts the value of 
<; 

his profession (he - suspects that the boy doesn' t "have a 

chance in hell"), his perseverance leads to the boy' s dis-
1 

covery and to the authentication of his own signature. The 

collection concl udes as the song wri ter of "Doubles" orches-

trates the double aspect of the human signa ture into a har-

monic whole. By synthesizing vice and virtue, profane and 

sacred, he discovers his genuine mofii* of worship. 

The collection operis with "Gad has Manifested Himee1f 

Unto Os as Canadian Tire," a satire on the profane manifes-

ta tion 0 f the Real Presence. As John Orange suggests, the 

story parodies " • 
-. 
" 

which brand the soule 

a cul ture cluttered wi th brand names 

'Miracle Mart,' 'My ~lue Heaven,' 

'pre-Christmas loss leaders' ••• the statue of the Bless-

ed Virg in on the dashboard of the car 
.... 

of 

[are] calculat-

ed to expose the way in which we have displaced real rel i9-

ious values •• . . A. O., the consumer who 9 10ries in 

the beginning and end of aIl merchandise without thanksgiv-

in9 (his signature forms an ironic anagram of the Alpha and 

omega) 1 embodies this new dispensation. 

l , 
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Hood beg ins this story on a wednesday--an allusion to 

~8h Wedne,sday--to offset A. O.' s graceless consumption with 

the penitential ,spirit that characterizes the Lenten peri-

od. Together with hi,s girlfrlend, Dreamy (she ls as unreal 

as their insubstantial lifestyle), A. o. inverts the Lenten 

observance. The couple feasts con tinuousl y--meat ia the 

Most conspicuous item on their menu--and revels in their 

garden of mate rial goods, rather than abstain. The tempta-

tions of Mammon, however, yield their own consequences. 

This is seen as taste dies (A. O. ·can' t taste anything 

anymore" [p. 5]) and so does sex (ft The bedroom has been 

1 i ke a de se r t " [ P • 8]). When a "SOC IAL WORKER for god' s 

sake" advises A. o. that his obsessive consuJTlerism will 

result in "unfulfilled expectations, ft A. o. emphatically 

refuses to "si t around and suffer" (p. 7). Instead, pur-

chasing power is his idea of paradise, as he explains wi th 

an advertising quip: "J'attends la r6vol ution mais mais 

mais / Franchement j'aimerais / Mieux devenir motard ache-

ter" (p. 3). Neither fai thful nor peni ten t 1 A. o. expects 

no "revolution"--no Second Coming--for God has already man-

i fested Himeel f unto him as Canadian Tire: the mandala with 

a priee tag. 

In • Breaking Off," a fairy tale tha t takes the bland , 
clericals of Toronto as its heroes, we follow the icons Q~ 

a consumer society to Commerce Court. This financial tow-

er, "chaste" and "clean," designed by a "western visiona-

--------_ .. --~,----------------



f , 

( , 

( 

164 

ry," ia a str~nge mixture of the sacred and profane., Emmy 

IV.y,' the "office pet" who has 1')0 real moral vocabulaI:'y; 

embodies this new order. with her "golden head" and'"aure-

ole of, r inglets," she moves about Commerce Court 

"like some ministering angel of the Old Testament, a type 

of passover messenger delivering saving signa" (pp. 15-

16) • Emmy, however, does not deliver revelation; rather, 

her hieroglyphic messages obscure meaning, and her environ-

ment suffers its conspicuous absence. As we are told, "rn-

formation proliferated" knowledge became obscure: wisdom 

was inconceivable" (p. 14). More accurately, Emmy and her 

co-worker are "two fa tal sisters" who retire to their 

"amall cave of fact," where they are surrounded by "walls 

of heavy white photocopy paper piled in stacks some-

times seven feet high" (p. 19). As Hood explains, "( t] he 

texts that Emmy and Olive ,are printing are a terrifying 

parody of the Bible • [for because of them] wisdom is 

inconceivable."6 Note, then, that the seven-foot towers of 

indecipherable data form an ironie allusion to the seven 

9 ifts of the Hol y Ghost, the seven th of which, notabl y 1 is 

knowledge. 7 

Just aa Emmy is unable to perform intellectually, so 

la she emotionally inepte Both she and her bumbling suit-

or, Basil Mossington, have been "cl in ieall y de-sexed by 

current history 1 ~ and their courtship in Emmy' 8 bedroom 

(this is another cave n shady and reti red") underscores 

1 
" .1 . 
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their insensibility. In the sa me way that they,are baffled 

by the remnants from a bygone era that fill Emmy' s room 
1 

1 -
C"prehistoric sofas," an "ancient Zenith T.V.," antiquated 

bookcases), so are they perplexed by the no",-defunct rites 

of courtship. The couple' s clumsy a t tempt at romance 

breaks off when Emmy rejects Basil' s prese~t--a broach in 

the shape of a ruby-ringèd feminine hand. While the ruby 

was traditionally considered an antidote ta divert the mind 

from evil thoughts, 8 in this fairy story Emmy is overtaken 

by malice. As we are told, "[sJevered hands and other sev-

ered members, became permanent properties of Emmy' s vi-

sions" (p. 29) .. Emmy' S final vision yields not only no-" 

tions of hatred and revenge, but also of her o",n dismember­

ment from the rest of humanity. As HOQd suggests, "[t]he 

title of the story describes a huge chunk of civilization 

breaking off fr:om all existing cul ture and drifting out 

into a meaningless acean."9 

"Crosby" cortcerns the displacement of the Real Pres-

ence w1 th a media hero. This ls Crosby, who, as Hood 

"states, ",as .. the orig in of a moral style for fifty 

years."lO For Don Stanley, however, Crosby assumes the 

proportions of a god, and Hood punctuates the story with 

religious motifs ("Raphael," the "Trinity-K Club," "Sherry~ 

Church," "pennies from Heaven") to alert us to this die-

hard's misplaced worship. Moreover 1 Stanley' s devotion ls 

characterized by compulsive lmi tation. " If you start off 

.. 
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by Imltatlng somebody else's act,· he maintains with drama-

tic irony, ·you' Il always be number two. You have to qet 

your own style, hear? Got to bUh, buh, buh, boo in through 

the Middle of people' s hearts" (p. 35). oon's affecta-

tions, already sa styl ized in the manner of Crosby, are 

1 • improved" until they pervade his vocabulary and mannerisms 

entirely. Finally, Don's persistent attempt to imitate an-

other' s signature renders him the victim of "a strange 

me-dia martyrdom. ft (ais "smooth cheeks and shiny dome,· 

similar ta Crosby's, are his "stigmata.·) Although he 
1 

hopes for a "Second Coming,· his expectation of the wrong 

Messiah, and the signature \ '~orged in his name, culminate, 

upon the death of his idol, l~'"pure grief." 

The first quartet concludes on Midsunfmer' s Day wi th 

·Ghosts at Jarry. ft It ie on this day, associated wi th epi-

phany,ll that Mario r;esurrects the deserted Jarry park and 

the communal spirit that once resided there. Mario (mean­

lng .. l am the son of Mary" 12) declaims the hollowness of 

the new order embod ied by the "Big 0" (Mon treal 's new 01 ym­

pic stadium), which he sees as 'a "gaping enor~ous ellipse 

. . • in the sky" (p. 56). rnstead, his sabba.~!1_" s'érvices" 

at Jarry, where he conjures up imaginary games in the com-

pany of his fellow "ghosts" (alluding to the Holy Ghost) 1 

testify to this communi ty' s ineradicabl~ spiri t--ahd signa-

ture. 

nA Childhood Incident" examines the displacement of 

relig ious values as the signature of the contemporary pay-

-_-1 -, ____ _ - . 
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che. The, story unfolds as a cocktail party becomes the 

setting for a casual confesaional. As va .are told, "Every-

~ody ,a-t the party had, or claimed to have, somethlng 10n9-

concealed and shameful vhich they now proposed ta confess, 

some naaty fear, sorne blockage of self-creation under which 

they have laboured for sa long and only now vere free ta 

unveil, and so escape" (p. 57). 

The parody of the confessional centres upon thé mis-

taken assigna tion of sin and absolut ion. This la seen most 

notably when one party gU,est, Kate~ynn, condemns herself 

for a "sin" whlch oves to a childhood accident, rather than 

moral capabili ty. On one hand, Ka te Lynn' s admission of 
! 

sin Is evidence of the par~on she desires ("Katharine" 

means "pure"l3). On the other, her miaapprehension of ain 

rendera her aearch for absolution dim-sighted 1 if not blind 

("Lynn," in the pathological sense, means "cataract": an 

eye disease producing par~ial blindness14 ). 

This tenor of insensibil i ty continues to "New' Coun-

try," an odyasey story, where a middle-aged couple journeys 

through an allegorical landscape. That Mplly and Lester 

leave the familiar road for unexplored terrain, travelling 

in a ~--1 i terall Y, an exploding star--foreshadows the 

ominous nature of theIr guest. Their drive through a land-

scape of ghosttowns, increasingly sinister and obscured, ia 

complemented by t'heir discussion of the deaths of their 

siblings and pears. The catastrophes of which they speak 

• 
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are, lIIetaphorically, the Il signa and warnings and suddenly 

d~is~,ppearing ahoulders" of the road (p. 66). But while 
, 

Lester ia an "expert" reader of "extra-large mirrors" (he 

pairlstakingly adjusts them "for maximulII visibility to the 

rear" [p. 65]), his failure to read the road behind and 

ahead as a metaphor for his own life makes him ominously 

vulnerable. The couple' s blindness finds its counterpart 

in a blind curve that delivera them into the unanticipated 

new country. of death • 

. Ignorance shifts to experience in "The Woodcutter's 

Third Son 1" where John Flamborough, a teacher of j urispru- ' 

dence, examines the models for being that shape his aware-

ness. It ia t~rough Cecy Howard (a madonna figure, she ia 

a "remote"woman" within "hailing distance") that he learns 

the difference between the religious world of revelation 

and' the machinery of myth and enchantment. " 

Using Bruno Bet telheim' a The Uses of Enchantment as 

her guide, Cecy explains to Flamborough that "[wJe rule our 

lives by our inherltance from folklore, by rpell, by conju­

ration" (p. 82). To this she adds that each of us modela 

his life after sorne character in legend, myth, or fairy' 

tale. Flamborough, who has always 11ved according to bib.,. 

lical analogies, Bnds himself confessing that he resembles 

the woodcutter' s third son. Having attributed his unfail-

lng success to . providence, he now real izes that he ls but 

"the spoiled favoured child of fortune" (p. 85). This' rev-

1 , 
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elation disturbs him because, he, believes, the "imitation 

of Chr~st is not the aping of a fixed mode1, but a dizzying' 

exercise in spontaneous perfection" (p. 90). Instead, he 

discovers that his life is merely a "tale told by an idi-

ot." 

oisturbed by the disp1acem'ent of an autonomous ethos 

with the world of enchantment, he se~s that "[t]he diffi-

cult Y was to distinguish the two courses of life in their 

effect upon the soul" (p,. 90). To determine his moràl 

statua, Flamborough stages a mock Temptation, using the 

lovely Cecy as his lure to adul tery. This trial, however, 

is deflated when Cecy accuses him of engag1ng in another 

form of role-p1aying to pacify a disturbed conscience. 

Realizing the tru~h in this, Flamborough admits that he's 

been "trying ta operaté under two contradictory notions of 

charac ter" (p. 97). As he explains: "If ve been role-play-

ing, as pthey say nowadays, and l' ve been autonomous at the 

same time, been myself. And i t doesn 1 t seem to work out" 

(p. 97). He is neither "a fairy prince, nor a pilgrim," 

and this dichotomy, he maintains, "divides the soul" (p. 

97). For Cecy, however, F~amborou9h'~S confession ls merely 

the product of his "verbal facility": he pontif~cates with-

1 
out a deeper scrutiny of self. (Note how her first name, 

"Cecilia," from "Cecil," means "the dimsighted," and her 

surname, "Howard," means "chief warden or guardian. "16 

This underscores cecy' s . role as the warden of the bl ind: 
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she is the guardian of Flamborough' s shadowy soul.) "Smug-

ness is the homage fTypoerisy pats to, vLJ:;'tue", (p.' 97) ia' her 

cryptic admonishment. ,,- At the conclusion of the st'ory, 

Flamborough' s signature, fe'igned and confused, ia manifest-

ed to him in a wasteland vision. He suspects that hâd he 

the courage to "dispel the mists of romance," they~ould . -
reveal him too himself naked, shive~ng in the b'last 1 aione 

on a withered plain which at its ,ver~e began 'to siope down­
J> 

hill" (p. 97). For Jo-hn Flamboro'ugh, whose name ia ironi-

cally associated with St. John, author of the Apocalypse,17 

his moral downfall is his final revelation. 

The eighth story, 
t a "Gone ~ Three Days," conciudes this 

n 

quartet with an epiphany that the Real' Pre4'ence manifests 

itself to the genuine of spirit. Flamborough' s contrived C 

play for virtue is sharply contrasted to the charity of the 

nameless socIal wo~er. A genuine passionist, he finda 

saI va tion i,l) the rescue of a re tarded boy, who,' according 

to Hood, is a "suffering scapegoat who saves us."t8 Like 

Je~us, the abuse-d boy wanders in the wilderness for three 
. 

days 1 disappearing on Wednesday and found on Friday. At 
! 

firet, the social worker takes the boy' ~ mistreatment to 

represent the futility of~rld redemption. He suspects 
\ . 

that the boy doesn't "hav~,'a' chance in hell," and we are to 
. ',\ , 

understand this on aliteraI level of,. meaning. At one 

point, he doubt~ the "lalue of his profession--the authenti-

city of his signature--and t.hinks of quitting. Finally, 

/ 
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howéver, his faï th and perseverance are thei~ own rewards. 
,? 

Although he fïnds the child 
1 

"burning up with fever" (the 

physica1 counterpart of the Passion) ,Jthe death of this 

Christ figure May be prevented by the ministering of his 

apostl~, who has discovered not only his ward, but also the 

value of his calling. 

wi th "February Mama," a thinl y disguised Adamiq alle-

gory, we MOye from the salva tionist who - shapes his signa:­

ture in the image of his Saviour to Rafe Savadge' s Fall and 

damnation. As his name sugge_sts, this reclusive songwriter 
, 

attempts' to sa1vage peace of mind ir:t his -pastoral Caribbean 
A 

retreat, peace Haven Inn. The plot unfolds as paradise is 

revisit~d by Lois-Anne, Rafe's wife and agent. 
1 

The Eve 

figure of ,this story, she invades her husband' s sanctuary 

1 with her own brand of commercial Temptàtion. 

"The catalyst for Fall is the song ("February Marna") 

Rafe has composed to greet his wlfe an4 woo her baclç to the 
, 

island. "Stay 0 stay / In beautiful Nevis / Till j udgment 

day" (p. 128), read sorne of the lines wi th bibl ical under-

tones. When' Loi:,'-Anne hears this enchanting melody, sh 

offers her husband the "kingdoms of this earth" f~r 

priee recording contract (note how her . \ 
of a 

L.A.--spells out the capital ot show-biz). "The C.B.C is .. 
the father of lies," Rafe protests, Il It' s a deeply corrbpt 

. 
instUSlution populated by demons" (p. 121). , Rafe·s bid for 

peace, however, is no match for Lois-Anne's Temptation of 

( ) 
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profit, "and her nlne-day vlsit (an inversion of the noyena 
\ 

--the n-ine successive days of devotional services) results 

in his communion with th~ corrupt. 

The exploitation of Rafe's music (in Hood's vocabula-

ry, a form of Gospel, or "Good News") coincides wi th his 

preview of apocalypse. At the conc1usfon oa the story, it 
, , 

is the music of Eddy stroud (a p18~ on "shroud") that pro-

vides the' soundtrack to his infernal scena. In this, he 

se~s himself as leoding a band of swaddled figures to the 

Last Judgment--arrived sooner than anticipated: " • • • un-

der the whistling wind • • • more figures in the huge space 

now, walking behind him. heads bent" (pp. 132-33). (Rafe'~ 

vision of a dJ:abo1ical (Second Coming inverts the Pent.ecos-" 

tal vision of the Resurref:tlon and Judgment. Compare his r 

" revelation of the damned to the Pentecostal experience: "On 
1 

the day of the' Rarvest Festival, they [120 disciples] were 

~11 meeting together, when s~ddenly th&re came from the SKy 

a sound like a violent blast of wind. • And they saw 

tongues like flame separating and' setting on the heads of 

each -of them and they were all filled with the Boly spi-rit" 

[Acts ii:1-4: em~hasis added].) Unlike his namesake, Raph­

ael, angel of the spirits of men who warned Adaom'~ hie "im,-
\.. ' .~ 

minent danger 1'19 Rafe sees all men as condemned by the 

" 
taint that has ravaged his garden • .. , 

The corruption of Rafels signature finds its counter­

part in "The Good Llste.ner ," 0 a collag'e 'of wastel~nd 
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volces. An impostor-Jesus (an alter Christus, as Hood 

wri,tes20 ), 'the 900d listener catalo9ues taiLes of natural 

disaster, illness, and' loneliness, wea~l~g the laments g~r-
nered from his supplicants' "acquiescent bent head[sJ" into 

an infernal inversion o~the Gos~el. 

. thwarted when the "menacing confessor" 

His voyeurism is 

~ers his son', s' 

C 
room, only to confront there "sorne clear wall of unspeaka-

.ble crystal shieldin9 common humani ty from unlawful aS­

saul t~ (p. 144). "How to get through i t," he woonders, "how 

~to f.ind and t)ass the 9ate, or make ao contact, detect the . 
faint scratclling of life on'< the other side" (p. 144). 

"Life is behind the transparent dark wall. Come outl" (p. 

144), he pleads. ,That communion is denied with this pre~­

" '-ence suggests the unholy nature of his confesslonal. 

Defeated by silence, the listener leaves the room. 

'rhe dinner conversation is of no interest to him: i ts re-

marks have "been fil tered of every profi table meaning. 

• • • there Is nothing here for him anymore" (p. 144). The 

story concludes as he "!ades like a special' effect in a 

film fanta~l!' and is no longer. an agent in ~he plot" fIP. 

144). Like the writer, the good listener will continue his 

violation of signatur,es elsewhere, selecting and dispens-ing 

his material as necessary, "sweeping other, people' s minds, 

drinking up their sorrows, emptying them" (p. 144). 

The good listener' s testament of downfa11 is followed 
1 

in the title'story with an exposé of the salesman's Gospel 

.. . 
- ...... ----...,._---
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that spreads goods instead of God. In the satire "Canadian 

Tire," A. o. is unaware of the way he displaces religious 

emblems wi th brand names. In contras t, Harry Fel ker and 

his curious band ,of disciple"'s--Ma Hislop, peaches, and Tim 

--recognize how profane icons have become the signa tures of 
f 

our, t;imes, and make a prof i t venture out of packag ing an 

image of goodness in abot tle of lotion. "For sure it's 

pure," i8 - the sales pi tch H~rry directs ta ward a publ ic ' 

that -desires to "[r]ediscover • • • the lost- Eden of child-

hood" (p. 161). The only saving grace i8 that Harry ob-

serves the "chief precepts of the salesmaÎl' s gospel": he 

must believe in his products if ne is to sel1 them. His 

faith, ,however, must couple with finance--the second code 

of the salesman' s bible. t} . 

The story unfolds as a fairy tale; with Harry falling 

under the enchan tmen t of peaches in her boudoir. Here, 

exotic and ecclesiastic merge as Peaches appears as an . 
Il image of immersion 1 n arising, a ttar-anointed, from her 

bath. Things are not as they appear, however: there is no 

innocence in the baptisee except in her name itself. As 

Harry recognizes l "[ t] here was nothing of the peach 1 every-

l:hing of the vamp, about peaches" (p. 151). Yet her spell 

is cast. The unguents are sold despite, and because of, an 

inauthentic signature. The nupt ials are performed wi th 

Peaches marrying Tim: and Harry and Ma journey east (of 

Eden?) as business partners, possessors of weal th, if no t 
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The 'soaps and attars intended to purify/only mask 
,. ,-.<"",-, 

blias. 

• ~he nongenUine( fO~, as Harry observes, hie success depends 

upon the pub! c's delusion. "Everybody's 90in9 to fig-

ure," he proposes with smug assurance, "that if'you live in 

Sweet 'Cream you' re incap.able of d~c~ption" (p. 160). T~ 

success of ~ the pr~cts prove Harry'right. t-lhile the l -

,tions are "rich as hell," the public's desire t:;urCha.se 

bit of heaven makes this factor omin.ousl y irre1evant. 

The conclusion of tne story, however, resists a moral-

Il> 

istic hand. For one thing, Harry' doee maintain that 

.. -[wJe're ~ real presence this ho1iday season. And Ilve al-

ways believed in the real presence" Cp. 163). For another 1 

the a t tars are packaged in vials tha t remind us of the sac-

erdota1. And, too, there i8 the ·teasing image of a bathtub , 

on the bookjacket of the collection' s second printing that 

begs an association wi th .baptism. With these factors in 

mind 1 the story appears to propose that goods and God can 

be sold at t.he same tirne: or, rather, that the successful 

8e11ing of merchandise prefigure~ the successful spreading 

of the Word. This, then, may be the meaning of the story' s 

" first 11ne that" states "Harry Fel ker could sell anything--

you name i t" (p. 145). Perhaps'we should fol10w the epi-

. graph that advises us to ti tle or subti tle the story as we 

choose. The selection ls between "None Genuine Without 

This Signature"--a suggestion that Harry sells props rather 
• 

than presence--or "Peaches in the Bathtub"--an unmistakable 
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ments of both sacrament and sin. The . signa ture, finall YI 
1 
l' 

us. l, 

1\ 

.. Tto 
The final' sto~y, "Doubles, ft as the title suggests, 

synthesizes the opposing frames of being--genuine and non-

genuine, sacred >and profane--that pull. at the characters in 

this collection. 'In this' stoqr , we follow the narrator to , 
-' 

an art ,!Jchool in the "magic plain ~ of- the Qu'Appelle Valley 
~ à' 

(meaning ft who calls") ~ It is this hypnotic aetting that , 

rey~al8 the harmony ~of all signatures to the nameless 8,on9-

wri ter 1 and will ul t imatel y allow him to _ integrate the 
1 

an~eses of his experience.. "The1='e was a percussionist 

on the teaching staff • • • who played' on a large gong-cym-

bal for us, one evenpg 1 in a sound ao varied • • • that he 

just about had the whole room hypnot.ized. A.fter thi's 

\." 
r alarming performance 1 he ..admi tted tq.a t....--t-h"e piece had been 

-/ 

written for fifteen gonga of different sizes, that he had 

only been suggesting sorne of the possibilities of the 

forme l thought that l wouldn' t go to any gong-band con-

. eerts at any time because they might touch too deep" (pp. 

169-70). This sonie suggestion of the multiplieity 'Of form 

finds its counterpart in a viaual. image which touches the 

narrator still deeper, revealing the paradoxical coexis-

tence of opposi tes. AS he describes: 

There was this extraordinary mixure of night and 
day •••• The moonlight eontained the sunlight 

i 
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'like a promise, delivering it through its own 
sott~ess. Two quite alien modes of llght found 
in the _ sa me radiance. • When l tur:ned my 
heel to examine the sunl ight, l found the re­
verse phenol'Q.enon given in the late -rays which 
had a moony, easy softnesB unlike the usuai 
glare of Bun~t ..in JuIy. l wonder bow it is 
that the eye can discriminate coheri'ng modes of 
tone so subtIy, one form delivering another 
through itsel(', so that w~ guess the ,glare in 
the sheena There you see, the image does it 
aIl.. • But l mean to deliver it [the narra­
tive] anyhow--lill in' the rêci t--out of simple 
personal need. (pp. 1701-71) 

' .. 

177 

What must the narrator tell, and wh~ is this image 

syn~tic of his story? Tl)rough sound,' ~hrough sight 1 two 
< 

cOlllplementary revelations offer thems~~l ves., The gong 'con-
, , , 

cert suggests- the inexhaustible di versi.ty of mattEfr ~ the 

setting synthesizes the' dualism ?f moç>n and sun--feminine 
1 0 ,,~ .. • • 

an~ 'masculi~e qprinc iples--as componen ts 'Of a .. la'rger whole j 
., , 

with . one revealed throJ.lg? the other. tC For the narrator, 
; 

~ these do'ble images signify the mul tiple variation~ upon 
, 

the human frame. Moreover, they represent his own search 

for union, accompanied by' the sarne a1arining doubt experi-

enced at the gong-concert over the irreconcilability of op-

pasites. What he tries to clari,fy is wh"ether a "soul-mate" 

exists, - if so 1 how the choice avails i tself. His 
1 

doubt yields to, the diacovery of "a graduall y narrowing 

field of choice" '(p. 177) th~t disclqses not a "double," 

but ra thèr one as spiri tuall y akin as possible. Sameness 

with di fference l "I ikeneaae,s and unI ikenesaes" ia his reve-

lation: 
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'\ 

Plory was the 9host in Belle' s eyes, the one l 
loved at once, and l can' t understand i t. • • • 
l' d been 100king for· qomething and i t vas almost 
present in Belle and completel y 9 i ven in Flory. 
l can' t tell you what it vas •••• Belle pre-. 
dicted Flory ·to me and l predict-ed Fred to helr, 
but there were likenesses and unlikenesses 
swirling around that couldn' t be held in pla'ce. 
(pp.'177-78: 181) 

Suns inside moons and vice versa, like1t'"ise Floryand Belle, 

Fred and the narra tor, are emanations of each other,' cUs-
< 

tinct ~by virtue of their unique flashing of spirit. 

The search for union in "Doubles" ,i.s not only betveen' 
1 

man and woman alone, but also between the contradictory 

signatures of the self. Thus, the: final story synthesizes. 

the twelve staries of None Genuin;, placing within the 

narrator what 1'13 presented as best and worst in aIl previ-

ous characters. As he explains, "love and malice," humili-

ty and awe, together wi th "smugne-::fs and complacency," ,are 

\ ,~he double aspects of his "personality--and perhaps of expe­

rience. It .. is this sel f-awareness that allow5 him to fo.r-

mulate his own signature by evaluating his attributes, then 

blendlng them intp a harmonic, if not morally perfect, 

whole. 

"Music is the right medium for me. In music, in a· 

song, you cano freely mix vice and bIiss. Bliss has a bet-

~ ter sound" (p. 189), the narrato~ concludes his rltcit. As 

Hood explains, he intended the last line of "Doubles" "to 

sum up the book." 21 "Bliss ls best," the narrato~ adps, 

and ,with this, ~irects our attention ta the oPPQsing frames 

-
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~, ---f 1 ~, lection. Ir moral excellence ls not -Imperative, then an 
1 : \,. .~ 40 ----......'-~ 

~. _ ---- ' . exc.i'~enc~ or vision is--one that expresses the' sacred in 
~ ! \/ , 
i, ~-t _ >/.~ t~ane, ~d with this, the covenant bet,.,een mortal and 

~-~·-"·ti.'aiort41· signatures. Above a11. the collection proposes 

~;~ that -there must be' gladnes. vith the world. For in cele-

____ , - b"lating the world, we bless its Creator whOSè signat'!re ls 
~_ "1 

manifested upon aIl things. In blessing, we receiv'e 

. bliss. In None Genuine Without This Signature, this ia the 
, ) 

, . 
, ' 
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authentic equation. 
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harmony expressive of his moral vision. Each of his five 

collections Is desiqned as a drama of salvation that con-

tras ta a 1:: tempts and misa t tempts to confron t the sel f , 

others, and ~l timatel y, the Divine. Host. Hood has sa id 
" \ 

tha~. he thinka of the hèavenly city as "existing_ now," and, 

of the "earthly city anq the heavenly city as really inter-

pene,trative aIl the t ime. ;'1 . \ 
v 

comnion to aU of his stories 

ia an exploration of ~here secular and sac'rèd ,experience 

converge, .h~w ,daily li,t,e rehearses a universal, holy de-

signe , " 

We are introduced to. thia idea in ~lling a Red Rite', 

where the red ki te, who se !ttring j'oin~ earth and h'eaven, 

emi?odies thia integra tiqn of the dail y and ,the divine. 

sUbsequentlY, this colI'ect'ion is structured upon the pres-
f ~ ... " 1·, . .- t. , , 

: ence and absence of a synthetic mode of perceptionJ,that 

J' 

. 
~ \'" 

,... 'joins the secu.'l.ar and sacred, temporal a~d timéless. The 
c. ~> Jo. , 

fi,rat five stories. of F1ling a Red Ki~e were seen to com-

pose Hood' s "Old Testament." They demonstrate how Words-
'<. 

, . 
worthian Il ,spots 

.} 

r _ 

.;, . , 
of' time" Romanticism tends to erase the 
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the sec-. 
~ 

., 
~, 

i 
manifest ln an excursion out ~f time. \conv~rsely, 

ondopart of Flying' a Red Kite constitutes Hooc:f's "New Tes-

tament." It grounds traditional Romanticism upon the Trin-

itarian belief that, a 'meaningful. unit y may be ·discerned 

within experience through an ongoi09 dialogue with sensible 

reality. ,. 

In !round th'e Mountai,n: Scenes from Montreal Life, 

this search for heightened pera-eption takes the form of. 

q:.. 

,-.. 

twelve month-by-month excursions' through ,an rallegorical 'j 
landscape. Eacn ot..the na~rator's' treks; leading' him up(~ / 

~he mountain and back dowo to' the ci'ty,- cor;-espond 'to a 

shift' in percep'tion--of himself, his city, and ult~mately, 

of the human mosaic. Whereas' the so'aring red k1te s1gni-" 
~ 

fies the union between earth and heaven, l1eree, the cruc i-
1 

fix-topped Mount Royal is,,'the focus for epiphany. 
~ 1 

Accordingl y, the firet six excursions away from the 

city' s conflicting c~rren'ts and up Moun.t Royal engender a 

journey tdward salvation. Access to the summit, where 

heaven and~earth' symbolically Itleet, ia paired with heigh­

tene~ perception. Through a "strang~ly m.ixed perspective, ft 

" . 
th~. narrat]r synthesizes his experience' of a world ~faflet:l 

into chaos with his ~ ision of "the nex t world," t imeless 

and mysterious. In contrast, the six descent, stories, 

marked as ti1ey ar~ by a sénse of loss, death, and decay, 

tra e the purgatorial Way. This is frozen into a bleak 
~ 

ima e in the final strfry, whére a lonely: black figure; jab-
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d bing beneath a frozen pond, suggests tha t deat·h ~n~desola­
tion are the .quotidian fot' life around th~ mounta\n. While 

" 

intima tions of immortal i ty fade when thé narra tor leaves 
, 

his paradisal summit, the emphasis is that he has come to 

perceive himself, and tho'se around the mountain, 1n terms 

of a universal, sacred drama. 

The ~ruit '~an, ~he Meat Man & 

<-.... 
the ~nager proposes 

that "human art and, lovent. are the linking med~a that estab-

1 ish the timeless uni ty associated wi th communion w-î th!n 
'\ 

the fabric of society. In terme of "human art," the~' col- 1 

lection shows how narratives synthesize diverse times, 

places, aqd perspectives -into a coherent design. In doing 

so, they become the counterp.arts of the Logos and its 

script ure which similarly crea te 'an awareness of the human 
, 

continuum. In terms of "human love," participat.ion in com-
~ , 

munit y ia the daily aacrament that rea~izes this uni ty on 

an immediate level. Tl1e cen tral concern of Frui t Man, 

then, is whether characters strengthen the bonds of commu­

nit y through art and"love--scripture and sacramént. 

To underscore this concern, Hood arranges these fif-

téè-n stories into five triads, each sequenced 'upon the ful-

fillment, neglect, and corruption of art and love by models 
o 

o~ "saints," "solitaries," and "sinners." For Hood, "per-
.. " 

sonal communion is the very model of knowing." 2 This col-

lection shows hoW' the achievement of social uni ty reveals , 

the universal. d~mensions of humanity, and with"" this, the 
le 

Soly- Spirit. ,t:hat dirt!cts oit. 
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Whereas 'Fruit Man d~monstrates that moral action is 

the counterpart, of sacred communion, Dark Glasses estab-

~,lishes its concomitant moral vision. Like Fruit Man, Dark 

Glasses is triadic~.l.ly arranged in relation to i ts epi-

graph, here St. Paul.'s instruction that "[f]or now we s~e 

through a glass darkl.y, but then face to face." Four tri-

ads, moving from moral dimness, to darkness, to enlighten-
• • 

ment, examine' the false frames for beirlg that obscure con-

frontatioJTs with the self, others, and ultimately, the 

Divine Host. 

With Hood's latest collechion, None Gem~ine Without ,. 

This Signature, thé'emphasis shifts from an authenticity of 

vision to an autlienticitx of expre,~sion. As the title sug­

gests, this collection examines whether ;the roles of con-

tempot;'ary societ'y permit genuine expression of the self, 
. 

and with this, of the Real Presence who se signature is im-

pte~sed upon all be i ng • Seen in these terme, tt,le occupa-
\ 

tions of the protagonists pre~uPPo~r the sacrament of ordi­

nation, with thei+ - "callings" devoted, ideally, to the 

works and praise of God. , 

While the signa tures of our times suggest that real 
} 

j 

values have been replaced with an ethos of consumerism, 
, ' . . . ;t 

I~ood's mixture of "secular scripture" with "media folklore~ 
, .: " 

shows how the .sacred May be discern,d in the profane,~ Just 
,-' 

.' 

as the triads of Dark Glasses move from moral darkness to , 
• " ri , ' . 

enl ightenment, so do the three quartets of 
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c~nclude with epiphaniQ~ into the authentic. In the fourth 

story, "Ghosts at Jarry," the baseball park becomes the 

setting for a "mandalic" ,experi~nce when \~ario and his fel­

low "ghosts" resurrect the communit~ spiri~ of the deserted 

Jarry park. Profane and sacred similarl y fuse' in the 

eighth story, "Gone Three Days,", where a social worker's 

rescuing of a retarded boy becomes'an analogue for redemp-

tion. The collection concludes wi th "Doubles," as the 

songwriter orchestrates the contradi_ctory aspects of the 
: , 

human signature. Smugness '.'and h.umili ty,. vice and virtue, 

he realizes, are the "doubles" o~.his personality and, per-
, 

haps, of aIl experience. What is important, ho'W'ever, is 

that these dichotomies 'of being are synthesized into a gen-
. 

uine, if,not,morally perfect, whçle. . ,. \ ..... 

"A~ [an] arti~," HQod_~i t~a, "l'' can":- prove nothing, 
.-

analyze nothing: al~ l can do i~' _perrceive and utter, read 
'... ~ ~ , ' 

the signa ture ~nd acc~pt. it as proof." 3 
(), ~r 

Eac.h 0 f aood' s 

shprt ,s"tory c;ollections is shaped accord~ng to this pil­

:grim's perspectt've. And this is one that discerna a div'ine' 
.. 

, consonance' in the documents of our ,age, ;:he fusion of mor-

r· 

tal and immortal signatu.res in an .ongoing drama of salva-

. '. 
t'ion. :' 
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1 ThE!' references are too, numerous ta note: see, tor 

examp1e, Keith Garebian, "The Short stories: Emb1ematic 
Imagination and A11egorica1 Mode," in Hugh ç Hood (Boston: 
Twayne, 1983), pp. 10-13. 

2 John Orange, "Lines of Ascent: Hugh Hood' s place in. 
Canadian Fiction," Essays on Canadian Writing, Nos. 13-14 
(Winter-spring 1978-79), p. 113. 

3 W. J. Keith, "The Case for Hugh Hood," The Canadian 
Forum, Oct. 1980, p. 28. '-' 
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7 Garebian, pp. 7-8. 

8 Robert Fulford, r,pv. of Flylng a Red Kite, by Hugh. 
Hood, The,Canadian Reader, 4, No. 5 (March 1963), 2. 

-

,9 See J. S. Erskine, rev., of Fl1in9 a Red Ki te, by 
Hugh Hood, The Dalhousie Review, 43Summer 1963), 264; 
Miçhael Bornyansky, "Countries of the Mind II," The Tama": 
rack Review, No. 27 (Spring 1963), pp. 87-89; Laurlat Lane 
Jr., "Fiction and Fact," Queen's Quarter1y, 70 (Autumn 
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",tio'n," University ~of Toronto Quarterly, 32 '(July 1963), 
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10 In "Hugh Hood's Misused Talent" (Toronto star, Il 
Oct. 1967, 'Sec. 3, p. 43, col. 2), Robert Fulford compares 
what he regards as the documentary journalism of Around the 
Mountain: Scenes from Montreal Life and The Camera AlwarS 
Lies, Hood's seçond novel, published in the same year. H s 
evaluation is tha t almost aIl of Hood' s nonfiction has a 
u"sharp, clear, truthful ring," while almost all of his long 
fiction is "dull, fIat and spiritless," when it isn' t "em­
barrassingly pretentious." 

Il Dennis Duffy, "Grace:. The Novels of Hugh Hood" 
(Ca-nadian, Literature, No. 47 [Winter 1971], p. 43), com­
ments upon the Romantic impul.se 'behind the "quasi-journal­
istic" pieces of Around the Mountain: Scenes from Montreal 

""'Life, and .compares their cumulative effect to that of 
Words'Worth'..s "Tintern Abbey." Keith Garebian (Hugh Hood, 
pp. 21 ~ 24) maintains that these sketches are' more than 
"mere photographic documentary realism" ~ rather, they are (... 
an example of the way Hood fuses "documentary talent with 
his emblematic mode in a perfect harmony of revelations." 
Garebian states that these stories ahould be thought of ~s 
a "cycle '.. spinning about the emb1em of the mountain 
that gives us increased perception." 

12 See victoria G. Hale, "Elements of Literary Tradi­
tion ~~d My th in the Novels and sketches of Hugh Hood: An 
Examination," M.A~ Thes~s Sir George williams 1971. In h~r 
chapter on Around the Mountain, Hale writes that t~is col­
lec::tion is concerned wi th ri • • •. the perennial battle be­
tween good and e'lil, and the quest which leads man through 
an allegorical, 1andscape." An important contribution of 
this thesis ia its discussion of the co11ection's influence 
by Milton, Spenser, and Turgenev. Hale compares Around the 
Mountain to paradise Lost insofar as " • • • Mount Royal ia 
an ascending and descending Miltonic mountain," where "ma­
jor and minor quests are depicted." Hale al 50 discusse.s 
the similari ty between the collection' s calendar form and 
pastoral elements and those of Spenser' s The Shephearde' s 
Calendar. Around the Mountain' s Romantic impulse i8 most 
noted, Hale points out, in the way the narrator' s percep­
tions of these city scenes resemble those of Turgenev's, Ro­
mantic traveller in A Sportsman's Sketches. 

13 See Peter Gzowski, rev. of Around the Mountain: 
Scenes from Mon treal Life, by Hugh Hood, and The Meeting 
Point, by Au-st,in Clark, The Canadian Reader, 10, No. 3 
(June 1969), n. pag.: Tony Kilgallin, "Hood' s Montreal," 
Canadian Literature, No. 36 (Spring 1968), pp. 94-95~ lan 
Macdonald, rev. of Around the Mountain: Scenes from Mont­
real, Life and Dark Glasses, by Hugh Hood, QuarrYl 26, No. 4 
{Autumn 1977), 7~-74i and Anthony Robertson, rev. of Around 
the Mountain: Scenes from Montreal Life and other books, 
West Coast Review, 6, No. l (June 1971), 53. 
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14 See-Kent Thompson, rev. of The Fruit Man, the Meat 
Man & the Manager, by Hugh Hood, The Flddlehead, No. 92 
(Wlnter 1972), pp. 116-23. 

, • 1 

15 Garebian, p. 24. 

16 See Hilda Kirkwood, rev. of The Fruit Man, the Meat 
Man & the Manager, by Hugh Hood, and Violation of the vir­
gIns and Other Staries, by Hugh Garner, The Canadian Forum, 
April 1972, p. 53; Diane Lawford, rév. of The Fruit Man, 
the Meat Man & the Manager and other books, Quarry, 21, 
No. 1 (wlnter 1972), 75-77: and o. H. T. Rudzik, tlLett~rs 
in Canada 1971: Fiction," University of Toronto Quarterly, 
41 (Summer 1972), 317. 

< / 

17 Hugh Hood, "Sober Co1ouring: The' Onto1ogy of Su­
p~r-Realism," Canadian Literature, No. 49 (Summer 1971), 
pp •. 28-34: rpt., with pref., as "The Onto1ogy of Super­
Rea1ism," in The Governor' s Bridge ls C10sed (ottawa: Obe­
ron, 1973)~ pp. 126-35. 

18 See Robert Le.cker, "A spirit 'of Communion: The 
swing in the Garden," Essays on Canadia'n Wri ting, Nos. 
13-14 (winter-Spring 1978-79), pp. 187-210. In this essay, 
'Lecker discusses the various forms of communion ("aesthe­
tic, communal, communicative, and spiritual") which provide 
The Swing in the Garden with its forma! structure. Leck­
er's observations upon how The Swing in the Garden reflects 
Hood's concern with shaping experience into a coherent un1-

, , 

ty can be app1 ied, in a genera1 sense, ta the rest of his " i 
oeuvre. 

19 Lecker, p. 188. 

20 Lecker, p. 199. 

21 See John Mills, "Hugh Hoad and the Anagogical Meth­
ad," Essays on Canadïan Writing, Nos. 13-14 (Winter-Spring 
1978-79), pp. 94-112. 

22 Mi~ p. 100. 

23 See Mil~s, pp. 95-101. 
1 

24 John Orange, "Lines of Ascent: Hugh Hood' s Place" in 
Canadian Fiction," p. 115. 

, 
25 Orange, p. l15~ 

26 Ora~ge, p. 119. 
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27 William H. New, "14: Fiction,· in titerary History 
of Canada, gen. ed. and introd. Carl F. C1inck, 2nd. ed. 
(Toronto: Univ. of Toronto Press, 1976), III, p. 264. 

28 David Latham, "optical Allusions," Essays on Cana­
dian Wri ting, Nos. 7-8 (Fall 1 ~7), p •. 107. 

29 Latham, p. 107. 

~ 30 Barry Cameron, rev. of Dark G1asses, by Hugh Hood, 
The1iddlehead,'No. 115 (Fal1 1977), p. 145. 

31 Cameron, p.0146. 

32 Cameron, p. 146. 

33 Cameron, p. 146. 

Ross, None 
Hood , Canad';;1;"a;"n;';';;"::-L"!"~~t~e~r""a~t~u~r .... e-,~N~o---. ~9::-:2~-r-:~T~~~~-r-
20. 

veronica 
by Hug~ 

pp. 118-

35 1.' M .. Owen, "The Hood Line: Father, Son, and Ho1y 
Ghost,· Books in~Canada,' August-September 1980, p. 10. 

36 See W. J. Kei th, "The Case for Hugh Hood, ft The 
Canadian Forum, october 1980, pp. 27-28. 

37 Ke i th, p. 28 • 

38 Keith, p. 28. 
• , 

v' 

39 John Orange, rev. of Reservoir Ravine and None Gen­
uine Without This Signature, by Hugh Hood, ,The Fidd1ehead, 
No. 133 (July 1982), p. 86. 

40 Kent 'Thompson, rev. of The Fruit Man, the Meat 
Han & the Manager, by Hugh Hood, The Fldd1ehead, No. 92 
(Wlnter 1972), p. 116. 

p.' 116. 

p. 28. 

43 Cameron, p. 145. 

44 Garebian~ p. 10. 

45 Hugh Hood, ft An Interview wi th Hugh Hood, ft by J. R. 
(Tim) struthers, ESSarS on Canadian Writing, Nos. 13-14 
(Winter-Spring 1978-79 , ,p. 41. ' 

\ 

" . 



.,. 
, , 

" 

, 
" 

189 
, ,-

46 Hugh Ho~od , -An Interview with Hugh Hood, " by J. R. 
(Tim), struthers, p. 42. 

47 Hugh Hood, " An Interview with Hugh Hood, " by J. R. 
('l'im) st~uthers, p. 43. 

48 Hugh Hood, "An nîterview with 
. 

Hugh Hood, " by J. R. 
(Tim) struthers, p. 39. 

49 Hugh Hood 1 "Sober Colouring: The ontology of Su-
per-Rea1ism, " in The Governor's Bridse Is Closed (ottawa: 
Oberon, 1973) , p. 128. 

50 Robert Fulford, rev. of Flying a Red Kite, by Hugh 
Hood, The Canadian Reader, 4, No. 5 (March 1963), 2.-

51 This impression 
ert Weaver's comment on 
in Flying a Red Kite, " 
reer ôf a new writer." 

was perhaps further aroused by Rob­
the cover of the first edition that 

• • • you can trace the earl y ca-

• 52 F. ~'l. Watt, "Letters in canada: 1962: Fiction," 
University of Toronto Quarterly, 32 (July 1963), p. 391. 

53 Hornyansky, p. 89. 

54" J. R. (Tim) Struthers, "An Interview with Hugh 
Hood," by J_ R. (Tim) Struthers, p. 28. ' 

55 Garebian, p. 16. 

56 John Anthony Harding, "Field of Vision: Hugh Hood 
and the Tradi tion of ~"lordsworth, "0 Canadian Literature, No. 
94 (Autumn 1982), pp. 92-93. 

57 For a discussion of Hood' s interpreta tion of the 
Romantic movement, 'particularly wi th regard to his own 
work..' see Harding, pp. 85-93. 

58 See Halei Duffy. 

59 Hugh Hood, "An Interview with Hugh Hood," by J. R. 
(T~m) Struthers, p. 45 • 

60 Hugh Hood, "An Interview with Hugh Hood," by J. R. 
(Tim) Struthers~ p. 45. 

61 Hugh Hood, "Afterword: What is Goin,g On," in Trust­
in2 the Tale (Downsview, Ont.: ECW, 1983), p. 137. 

62 Hugh Hood, "Sober Co1ouring: The Ontology of Su­
per-Realism," in The Governor's Bridge Is C10sed, p. 135. 
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Chapter One 

1 Robert Ful~ord, rev. of F1ying a Red Kite, by Hugh 
Hood J The Canadian Reader, 4, No. 5 (March 1963), 2. 

2 J. R. (Tim) , Struthers, in his "An Interview wi th 
Hugh Hood," Essays on C§lnadian Writing, Nos. 13-14 (Win­
ter-Spring 1978-79), p. 28. . . 

3 Keith Garebian, Hugh Hood (Boston: Twayne-, 1983), 
. pp. 15~ 16.' '\ 

4 In Hugh Hood (p. 20') 1 Garebian wri tes tha .. t Hood' s ~ 
"idea is that • underl ying everything there is some kind of 
intelligible and meaningful unity' which he rounds off in 
stories that tend to coa1esce in groups or assimilate them­
selves into 1arger fictions." 

5 Fulford, p. 2. 

" 6 See Anthony John Harding, "Field of Vision: Hugh 
Hood and the Tradition of Wordsworth," Canadian Literature, 
No. 94 (Autumn 1982), pp. 85-94. 1 

7 Harding, p. 85. 
. 

8 Hugh Hood, "Theories of Imagination in Eng1ish 
Thi~kers 1650-1790," Diss. Toronto 1955. 

9 Harding, p. 85. 

10 Bugh Bood, "Sober Co1ouring: The Onto1ogy of Su­
per-Rea1ism'," in The Governor' s Bridc;e Is C10sed (Ottawa: 
Oberon+-!973), p. 130. 

Il Bugh Hood, "An Interview with Hugh Hood," by J. R. 
{Tim} Struthers, pp. 64-65. 

. 12 Hugh Hood, "The Abs01ute Infant~" Governor's 
Bridge is C1osed, p. 141. 

13 Hugh Hood, "An Interview with Hugh Hood," by J. R. 
(Tim) struthers, p. 23. 

. 14 Hugh ~ood, "Sober c91ouring: The ontology of Su-
per~Rea1ism," p. 132. 

15 Hugh. Hood, "'l'he Abs01ute Infant," p'. 143. 

16 Hugh Hood, "The Ont01ogy of Super-Rea1ism," p. 133. 

17 For. a ~fuller discOssion of the use 
"FI ying a Red Ki te, " see John Mills, "Hugh 

of imagery ~n 
Hood and tre 
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Anagogica1 Method," Essays on Canadian writing, Nos. 13-14 
(Winter-Spring 1978-79), pp, 95-98. 

18 Telephone 'interview with Hugh Hood, 2 Feb. i983. 

19 Hugh H~od, "The Ontol09Y of Super-Rea1ism," p. 132 • 
.r 

20 Harding, p. 92. 

21 Hugh Hood, "Afterword: "What ia Going On," in Trust­
lng the Tale (Downsview, Ont.: ECW, 1983), p. 134. 

22 J. C. Cooper, "Grail," in An Illustrated 'Encyc1o­
... p..;a.;..e ... d~i_a ...... o;......f-.;T;;..r::-a~d~i~t_i_o_n.;..a;...l_ ... s;;..ymi...-b~o.;;l..;.a (197 8 ~ rpt. London: Thamea 
and Hudaon, 1982). 

23 Wal ter John de la Mare, "The Chi1dren of Stare 1" 

11. 22-25; 33-35, in The Complete Poems of Wa1 ter de la ' 
~ (London: Faber, 1969), p. 63. 

24 Hugh Hood, "Afterword: What is Going On," in Trust-
ing the Tale, p. 131.. .., 

25 See Kildare Dobbs, "Memory Transfig~red," Canadian 
Literature, No. 16 (Spring 1963), p. 73; Fu1ford, p. 3; and 
F. W. Watt, "Lettera in CaAada: 1962:, Fiction," rev. of 
Frying a Red Kite and other books, University of Toronto 
Quarterly, 32 (July 1963), 393. 

26 H~gh Hood, "The Onto1~gy of Super-Rea1ism," p. 133. 

27 Hugh Hood, "The Onto10gy of 'Super-Rea1ism," p. 134. 

28 Harding, p. 87. 
0 r'" 

29 Roger Shattuck, "This Must Be the place: From 
Wordsworth to Prousti" in D~vid Thorburn and Geoffrey Hart­
man, eds., Romanticism: vistas, Instances, Continuities' 
(Ithaca and London: Cornell univ:. Press, 1973), pp. 185: 
196. 

30 Hugh Hood, "Before the Flood," Essays on Canadian 
Writing, Nos. 13":'14 (Winter-spring ,1978-79), pp. 16; 17; 
18: 20: rpt. ln Tr~sting the Tale, pp: 9-2~. 

31 Robert Lecker, "A spirit of Communion: The swing' in' 
the Garden," Essa'Ns on Canadian ~lritin91 Nos. 13-14 (Win- <> 

ter-spr~n9 1978-79 , p. 190. , 

32 Sée t'li11iam Wordsworth, "Ode: Intimations of Immor­
'ta1ity from Recollections of Early Childhood," in The Poet-
1cal Works of William Wordsworth, ed. E. de Selincourt and 
Helen Darbishire (Oxford: Clarendon, 1970). 
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33 It is intere$ting to, note that Rood 'uses American 
spelling ln "Silver Bugles, Cymbals, Golden Silks," and 
British spelling in "Recollections of the Works Depart­
ment." Perhaps this is unintentional, but since these are 
comQanion stories it ia possible to forward a theory. Hood 
.may~ use the American spelling in "Silver Bugles" to 
emphasize the narrator.' s desire to br'eak away from Britis.h 
tradi tion, and the Bri tish, or Canadian, spell ing in "'Re­
collections of the Works Department" to signify the narra­
tor' s, and nation' s', new-found independence. 

34 Hugh ~ood, "Before the Flood," p. 20 • 

35 Harding, P. '87. 

36 NÇlrthrop Frye', The ture: A 'of 
the Structure of Romance Harvar 
press, 1976) , p.- 49. 

~" 

---37 Frye, p. 49. 

38 Frye, p. 49. 

39 Frye, p. 49. 

40 Frye, p. 49., 

41 For a discussion of the association between Midsum­
mer' a Day and heightened awareness, part icularl y W'i th re­
gard to its conneçtion wi~h st. John's Day and the rellgi­
Oua revelations lt signifies, see Encyclopaedic Dictionary 
of Religion (Washington, D.C.: Corpus, 1979). 

-'i 42 In "An Interview with Hugh Hood," by J. R. CT~m) 

.: 

Struthers (pp. 55~' 56: 57), Hood discusses the role of com­
munica tion in his oeuvre in terms of his desire to estab­
liah a Canadian mythology. As he explains: "I think we're 
aIl • • • disciples of Harold A. Innis, the author 'of aIl 
those major works on communication and transport in the 
early and late 40's •••• Any student of Canad.iao life, l 
,think, has to be an mnisian because transport and communi­
cation, of necessi ty, play auch a great part in Canadian 
life~ ' ••• Anything which conquer~ a vast extent of space 
~s going to rnake a' particular appeal in th~ Canadian imagi­
nation." "The whole myth of. Scylla 'and Charybdis," he con­
tinues, "is connected with sailing through a narrow st:rait 

,w!.th perils on ei ther side ~ 'In the sarne way, for Canadi-­
ans, an epic motif wil'l be oonc,erned with how long it takes 

,ta get' from Sioux Lookout 1 to Winnipeg." It is possible 
that Hood had this myth in mind when writing "Three Ha~ves 
of a House ,," ,where the narro'fing straits beside Stoverville 
signify the birt? passage of the'Canadian iden~itYI a theme 
be~un"in. "Silver Bugles, Cymbals, Golden Silks." 

" 
• 



, . ' 

, e 

( 

, , 

193 'f" 

" ' 43 Alfred J. Kolatch, "Maura," iin The Name Dictionary: 
'Modern En'lli~h-and Hebrew Namea (Middle village, N.Y.: I~on-: 
;athan Dav~a, 1967). 

.-
44 ::çn "An Interview with J. ,R. (Tim) Struthers" (~. 

31): aood comments upon the Wordsworthian slgriificanc.è of 
water imagery, stating that "All water is connected.' Ali 
water ia part of one universal system." 

45 de la Mare, "The Children of stare," Il. 7-8,.i in j 

The Complete,Poems of Walter de la Mare, p. ?3. 
, , 

46 Ellie's vision of the river of life--"And he shewed 
me a pure river of water of life as clear as cryst.a,l ,," (p. 
116)--alludes to Revelation xxii.l: "And he shewed" me, a 
pure river of water of life as clear as crystal, proceeding 
out of the throne of God." " 

47 Dennis Duffy, "SpacelTime and the Matter of Form," 
Essays on Canadian writ1nc,;z, Nos. 13-14 (Wint,er-spring 
1978-79), p. 131. 

48 J. c. 
CS{iatian 
1 3). 

Lore 
J'. Metford, 

and Legend 
"Ursula," 
(London: 

in A Dictionary of 
Thames and Hudson, 

49 J. C,.. CQop~r," ":rvi1ight," in An Il1us·trated En­
Cralopaedia of Traditional Symbols (19787 rpt.\ London: 
T ames and Hudson, 1982). ' ., \ 

50 Harding, p. 8~. 

Sl See Lecker, 
the Garden," p. 188. 

"A spiiit of, Communiort: The .Swing i~ , 

52 In "Incarnà tional Art': Typ<?loqy: and Analogy in '~ugh 
Rood's Fiction," 'The Fiddle/'lead"No. 133 (July 1982),' p. 
90, Barry Cameron argues. that Hood's oeuvre'empnasi~es the 
significance of physical reality insofar as it is t~e mani­
fèstation of divinity. The sacral', he writ:ea, la,' for 
aood, perceived through the secular, and this ls aChieved 
by reading "the world as a divine emb1em." As he explains, 
~The Christian emblematic or 'Incarnational Art' of Hood, 
like Dante' s while it agrees that this world ia 
• • • a type of the next, nevertheless treats' the ,world as 
substantial ahadow, as being actually existent and thus thé 
tangIble counterpart of a heavenly paradigme Emblematic or 
Incarnational Art, like A~iatotle's metaphysics, takea its 
beginnings here." D 

o 
'~,53 Hugh Hood, "An Intervi,w with Hugh Hood," by J. R. 

(Tim) Struthers~ p. 36. 
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54 .H~~h Hood, "An Interv,i~w with 
(Tim) " Struthers, p. 6.2. 
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Rood ~" by J. R .. 

55: g'ug'h HO<3ld 1 Trus.ting the -Tale, p. 134. 
" 1 

-',5,? Hugh Hood/ "An Ihtervrew ""it.h Hugh Hood," by victo-
ria Hale, W'or1d Literature flritten i-n Eng1is~h, Il, No., 1 
(April 1972)~ 36. 

57 Hugh Hood, ;rusting the Tale, p. 137., 

Chapter, Two' \' 

1 Kei<th Garebian, 
p •• 24. _., 

Hug h • Hood ( Bos ton: TWA.yne., .~ 98,3 ) , 

, 
... ~ 'Hug,h Hqod,~ "An 'Interview with 

',('l'im), Struthers, ESSarS, on Canadian 
(Winter-Sprlng 1978-79 , p. 45. 

. ~ . . 

Hugh Hood," by j. R. 
Writing, Nos. 13-14 

'3' victor'ia ,G., Halei "E1emen,ts of Literary' Tradition 
~ and ~yth in the Novels and.s~etèhés of Kugh ijood: An Exami­

nation,", M.A. Thesis Sir Geqrge wil!j.aTs 1971, p. '~109 • 
.' ... .t'..,t ,.. 

4 Hale, p. 109. 
" . , . 5 Isabel G~ MacCaffrey, Paradise Lost. as w~yth~ (Cam­

bridge', Mass.: .Har.v~rd Univ. Press,,' 1959), ~. 59.' 

/' 

;0 

6 Hale',,' p. 102. 
" JI 'r 

7 Hl.Igh" Hoo'd, .. 'Ân In'te~view wi.-th, RU9)\ Hood," by J .. R. 
(Tim) st.rut;:~ers~ p. 12. 1 ,'. ,. • 1 . ' 

8 ~ate~, ~. ,102., " " 
... I~' 

« 9 Hu<;{h Hood, "An Iq.terview 
(Tim) Struthers" p. 47. - , , , 

with HugH Hood,",by J. R. 

" 
10 Hugh Hood, "An. î:nt~rview, ;with Hugh Hood," by J. R. 

('l'im)' Struthers, p. 45: 
"', j ... 

, Il Dennis Duff~, ·Space/'l'ime' and the Matter 'o"f Form,· 
Essays on Canadian Writing, Nos. 13-14 (Wint~r-spring 
1978-79), pp. 5-6. 

, 12 "Jesuit," in 
~!i!e, 7th ed. (1870: rpt. L~ 
+- .. 

.13 Hale/,p. 106. 
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14 This point, evolved in 
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28 

15 ~ke 'x.35 • 

.. ~6 or a fU11,er anal ysis o~ " Look,ing' :pown .,Ft:om- Above" 
see 1 ~obe t Lecker, On t,he Line:Readin S the ,Shdrt Fic-
tion of Clark Blaise, John Metcalfe and h Hood Downs-
v1ew/Onu.: ECW, 1982 1 pp. 99-120. ,1 

i 
17 +-ecker, On the Line /. p. 120. 

1 

18 buffy; p. 135. 
, 

19 Robert Frost, "Fire and Ice," in 
Book of' à'lÎterican Verse, ed. Richard Ellrnann 
ford un~v. press, 1976), p. 401. 

• 

A 20 J. ç. Cooper, "Feet," in An Illustrated Enc1c1opae­
dia of Trâditiona1 Symbols (1978: rpt.; London: Tharnes and 
Hudson, 1982). ' 

'1 •• :-, 

21 ~ee Matthew xvi.la. 
" , 

22 Cooper, "Circ1e." 

23 Cooper, "Dance." 

~4 Co?peF' "Footprints." 

" 

25 Hugh "Hood, "An Inter~iew with H-Ugh' Hood~'" 'b'Y'J. R. ' 
(Tfm)' Struthers, p. 47." '", " . \ 

"/ 26 Willi~m ~ordsworth, "Ode ~ Intima,t~ons <?~ I~m:o~t~l i- . \ - \ 
ty from Recollections of Ear1y ctii1dhoo$3 1" 1. 144, in The _ . .-:.".t\ 
Poetica1 Works of Will iam Wordsworth, é,(i. E. de, Selincourt 
aDd Helen Darbishire (Oxfol:7d: C1arendonf 1970), .IX,.-284. ï 
,...-'" ~ " \1 

" 

Chapt'er Three 
. " . , 

- , 

l Hugn Hood, "An Interv'i.fW ~ith Hugh Hood"'<,~'y,J'. R. 
(Tim) Struth. ers, Essars on Canad'ian Wr~ting.", Nos. -13-14 
{Winter-Spring 1978-79 ~ p. 38. . ' , ' " 

. 2 Note that the epigraph definesî(the first thr'ee sto­
ries al;! a "de1iberate1y-re1ated. triptyc~" insbia"r' as they 
"werê wri tten at the sarne time." This', however, d'oes not 
diminish Hoad 1 s emphasis. upon' arranging his p'ieces, 'into a 

"coherent design. As Hoo~ has to1d me, he i~ preo.~'c'upied 
~ith the structural cohesion of all his short st9~yeollec­
tions: sorne, however, are "a.rranged," whi1e ot~er~·.aF~ "de-
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, 1 ibera tel y J arranged." Dark G lasses, for example, Hood 
pointed out, is a "deliberatel y-arranged" collection. From 
this l infer that some collections were written with a 
guiding theme in mind, while others were designed after the 
facto 

. . 
3 J. 

~hristian 
1983) • 

c. J. Metford, "Gos~l," 

Lore and Legend { London: 
in A Die tionary" of 
Thames and Hudson, 

, .. 
. 

n 4 The ,following cri tical reviews include observations 
of ',an experimental style in many of the stories in The 
Fruit Man, the Meat Man & the Manager: Diane Lawford, rev., 
of The Fruit Man, the Meat Man & the Mana er, Quarry, 21,' 

- NO. 1 W~nter 1972 , 76~ Eugene 'McNamara, rev. of The Fruit 
Man, the Meat Man' & the Manager and other books, Queen"s 
Quarterly, No. 79 (spring 1972), p. 120-1 William H. New, 
.. Fiction, Il + in Li terary Historx of Canada: Canadian L-i:t:eri­
ture in Englisfi, gen. ed. an . introd. Carl F. Klinck(/;2nd 
ed. ( Toronto: Univ. of Toronto Press, 1976), II I, 265;: John 
orange, "Lines of Ascent:, Hugh Hood' s place in, Canadian 
Fiction," Essays on Canadian Wri ting, Nos. 13-14 (Win­
ter-Spr ing 1978-79), pp. 126-27; and Donald Stephens, .. The 
Bright New Day," rev. of The Fru';i. t Man, the Meat Man & the 
Manager and other books, Canadia!n Li terat ure 1 ~o. 54 ( Aut­
umn 1972) ( p. 85. 

" 05 In 'an interview with ,J. R. (Tiro) Struthers (ESSéil!S . 
on Canadian. Wri tins ' Nos. 13-14 [Winter-spring 1~78~79, /' 
p. 38),\ Hood comments that the title of this co11ectio.n is 
"a Trin'itarian q,ne," as is the groeery trio of the title 
stpry a model of the Trini ty. 

o 

6 E. M.' Burke, "Grace, Il in A New Ca'thol ic Encyclopae-
dia, 6:662. 

,7 Metford, nFiftee~." 

a Kent' Thompson, rev. of The Frui t Man, the Meat Man & 
he Mana er, by Hugh HOo~,; The Fiddlehead, No. 92 (Winter 
972 , pp. 120-2l. 

\ . . 
,~ \ / 9 Hugh Hood, .. Art Interview wi th Hugh Hood," by J. R. 

r::{]Tim) Struthers, pp.' 74-75.' ' 

"···.1 .. 

~ - ' 

)0 For thi'S and other references to' To1stoy' s life see 
the followin~ sources: Henri Troyat, Tolstoy (New York: 
Doubleda-y,' 1967b Leo TO'lstoy, Tolstoy's Letters, R. F. 
Christian, ed., transe (New York: Charles scribners & Sons, 
1978). ~ .. .. ) y 

Il éugh HO~d, "Afterword: What is.Going On," in Trust­
ing the Tale (Downsview, Ont.: ECW, 1983), p. 132. 
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12 Leo To1stpy, "How Much La.nd' Does a r"1an Require?" , 
in Twenty 5hree Tales 1 transe ~o.uis.~ and A~lm~r Mq.l.lde (Lon­
don: Oxfor Univ. Press, 1971)J The'se stQr[es wefe ,written 
in between 1872 and 1906. No longer writirlg nove1s, which 
To1stoy be1ieved wer~ against ~he spirit of primiti;.re (pre­
churt:h) Christianity 1 he }se1ec'ted .t'ne folkta1e as the ap'=' 
propriate genre witti W'h~ct\ to champion bis moralistic view 
of art. "\ ' 

o , 
f • 

13 :' pasto~/" 1 ip 
na t ion al , Unabr idged 
1981 ) • 

Webster' s Third New Dictionar Inter­
S,pring ie1&, Mass.: Me,rrlam-webster i , . ' , /1' 

.' 

52. 
Quenea:u (Paris': Gallimard, {962), . ~ . 

, , " .. ' 

p. 14 Jacque~~ ,Bens 1 

" .. 
• 1+ 

15 Maurioe Nadefau, The French Novel S,ince the War 
(Ldndow: Methue n 1 1967), p"'p-.-, --=-56~-";"5~7~.-~-""",-, """----------

t·" .... \" , ~ 

1.9 Henri 'peyre, French Nove1"i.âts' ol f Today (New York: 
Oxford Univ. Press, 1967), pp. 353-54.. 

> ' • . - ' { , 

17 n Ewe, n "in Webster' s Third New Dictionary Interna-
~iona1, Unabridg~p. ,/ > 

~ 
~t .r , 

18 Northrop Frye, ,Th'e S"ecu1a~~ sériptur1-": A ~study of 
the structure,' of" Romanée" (Cambridge, Mas,s.: Harvard Uni v. 
Press, 1976) 1. p. 15. i-~ ~ , . ~ ~ 

19 Hugh Hood,' '''Gèt.' ~YourSeif a Reputat,ion, Baby!" 1 

The., GovernQr's aridge ls C10sed (ottawa: Operon, 1913), 
in 
p. ' 

1l1.~- ' l ' 
", , 

", 20. The. r~ferences are t;po numérouso to 'notèjt o'ne cri tic 
ia Keith, Garebj.an r{H,ugh Hoo,d'j Boston~'TTwayne, :1983/p: 26). 

" !~..Y ~. • ~ {, • 'F " 

21 Hugh Hood, ft An"'" Interview wi tij Hugh Hood, ft by Robert 
Fu1ford, The Tamarack Review, N~. 661~(June 1975)", p. 77. 

j' 

. 22 Hugh Hood, ,',An l'~ter.v ié~ ~\~ t~ Hu9~~ 'Hood', n by Robert 
. Fulfo,rd, P./!', 77. ::- ~ ,\ of 

23 Hugh HQod, "An Inte~vi/2w with flugh H00d,n by'J. 
(Tim) St:ru't.he'rs, p. "82. " ~ . . . 

R. 

" , Jo ~ 1 Q ~ 

24 Huc;;{.fil" HcPod 1 "The Abso1 ute lnfan~ 1" in Th~ Governor' s 
Bridge Is èlos,èd (Ottawa: oberoh, JAn)'" p •. 143 .... t. '( 

- 4 ç t. 
,i # \/ ~1 ~ \, .\ t 

25: E. M. Fgrster, A p~sage tQ.if Ind ia (London: Arnold, 
1967 ) " ~ . ~' 
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26 In an interview wi th J. R. (Tim) Struthers (pp. 
42-43), Hood criticizes E. M. Forster' s A passa?e to India 
as, an example of an Eastern-lnfluenced aesthetlc that has 
abandoned "conceptipns o,f unit y." As he 'explains: "It 

,_ could perfectly be argued that unit y is j ust a ~stern 
;: prej udice • • • l remembei: tha1:· th,Ls is something that is 

pre'sent, in f::. M. ,Forster's A Passage to India. He [For­
ster] seems to think that a great deal of Indlan art can do 
without ~actitious unity. It's content to be sirnQl.y an an­
archieal" riotous expl.osion of forms which seern unrelated 
to one another and perhaps are. A writer of that kind, or 

'at least a writer who- had abandoned conceptiot;ls of unit y 
'. • < • l mYf!e~f would find profound,ly unsatisfying--I sup-
pose because l have this Western idea that underl ying ev­

< erything the,"re is sorne kind of intelligible and rneaningfd! 
uni ty. • • • Il ' 

, 

27 Hugh Hood, "An Interview wi th Hugh Hood ,". by J. R. 
(Tim) struthers, pp. 38-39. 

~ 28~"Tenor," in Webster's Third New Dictionary Interna-
tional ~ Unabridged. 

29' ri Rasher," in Webster' s Third, 'New "Dictionary Inter-
national, Unabridged. 0 

raI 
see 
pp • 

30 For observations of an experimental styl,e in se,ve­
stories' from The Fruit Man, the Meat Man & the Mana er," 
La",ford, p. 76: McNarnara, p. 126: New, p. 265: Orange, 
126-271 and 'Stephens, p. 85., , 

31, John Ot'-artge, "Lines of Ascent: augh Hood' s place in 
Canadian Fiction ," Essays ,on Canadian Writing, Nos. 13-14 
(Winter-Spring 1978-79), pp. 1~7-?~. 

3'2 Hugh ,H~od, in an interview wi th J. R.· (Tirn) Struth-, 
ers '(.p. 43),' sta:~tes tha t 'he adheres to the " ... " • Western 
idea thàt underlying everything there is sorne kind of in-=­
tel1'ig ible and meaning fut llnity •• "'. ~hd takes this 
prelqise as the foundation of his oeuvre. 

~ . 33 Northrop Frye, Anatom of Cri ticism: Four Essa s 
( pr l'ne e ton, N • J • ! pr i n e e""":"'to-n-~u&..n"""v-.--=P~r-e-s-s-,-" ""1~9==-=5-=7~~--p-p-.--::4~3:--:~ ~ 
165_ ' 

< J , 
34 Northrpp Frye, Anatomy,' p. 163. 

35< 'Phis is a variation' upon Robert Lecker',s ap~i~a~ 
tion of Frye' s theory to'f 'comedy t,o The Swing in the Garden­
(n A Spirit. of Communion: The SWint in the Garden,"" Bssals 
on Canadiao Wd!ting, Nos. 13-14Winter-Spring 1978"l"79, 
p. 203). ' 
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. , . • " r':. ,~~ ... , , 36 Hugh Hood, "The Abso1ute Infant," p. 13,7. 
" 

37 Hugh Hood, "The Abso1ute Infant," p • 137. 

38 Hugh HOO~ "Th~~~~solute Infant,~ p. 137. 

39 Hugh Hood, "Sober Co1ouring: The Onto1ogy of:' Su­
per-Rea1ism," in The Governor' s Jl~~d§e la C10a,ed, p. 132. 
"The Absolute Infant," E.' 143", : 

. ------ ' 

40 Alfred J~/ KoÎatch i "David," in The Name Dic,tionary;: 
Modern Enc;l ish and Hebrew Names « Middle village 1 N. Y.: Jon-
athan Davl.d, .1967). ' 

/ 41. The following ,sources discuss "The Dog Explosion" 
in terms of it,s comlc-satire appea1: Diane Lawford, rev. o"f 
The Frui't Man 1 the Meat Man & the Mana er and other books, 
Quarry, 21, ~o. 1 Wlnter 1972 1 76: Kent Thompson, rev. of 
The Fruit Man 1 the Mea t Man & the Mana er 1 The Fidd1 ehead , 
No. 92 W1nter 1972 , p. 118i and Anthony Robertson, rev •. 

f The Frui t Man 1 the Meat Man & the Mana er and' other 
bo ks, ~lest Coast Rev ew, 6, No. 4, 1972 1 18-19.\ 

. '42 See Hood! s discussion on 
fo·rm. in "An In-terview wi th Hùgh 
struthers, pp. 53-54. 

satire as a subversive 
Hood ," by J. ,R. (Tim)_ 

, , 
" ' 

43 Hugh flood, "An Interview with Hugh Hood," by J •. R. 
(Tim) Struthers, p. 53. 

44 Hugh Hood, "An Interview wi th Hugh Hood ," by Victo­
ria G. Hale, World Literature Written 'in Eng1ish, Il, No. 1 
(April ,1975), 40-41. 1 

45 Metfôrd, "Armageddon":',nAntichrist." 

46 Metford, ~Mi1lenium." 

47 Me'tford, "Messiah." 

48 Metford, "Pears." 

49. ~U9h Hood, Trustinc;' the Tale, p. 137. 

50 Hugh, Hood, ,"The Abeol ute Infant," p. 143. 
;""" 

Chapter Four 
.,'J 

[-, , , 

!J" , 

" 1 Barry' Cameron, rev. of Dark G1asses, by Hugh Hood, 
The Fiddlehead, No. 115 (Fa11 1977), p. 146.. "r 
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2 David Latham, "Optical Allusions," ,Essays 'On Canadi­
an Wri ting', Nos. 7-8 (fall 1977) i'p. 105. 

3 J. C. Cooper,. "Ha110we'en," in An I11ustrated Ency­
c10paedia of Traditiona1 Symbo1s (1978; rpt. London: Thames 
and Hudson, 1983). 

4 Nbte that.one of the functions of the .Hol~Ghqst is 
.to aQ,t .;ls the comforter of mankind. Defining ,the "Holy 
Spiri t" in his A Dictionar of, Chr,istian Lore and, Le end 
(London: Thames and Hudson, 1983 , J. C. J. Met ord states 
t'hat Il The H61 y Spiri t . ia a1so ca11ed the Hol y paraclete 
(Greek ""--P5rakletos, ' corn forter " , advoca te') because "Jesus 
promi~d h'l{s disciples that after his death he would pray 
[forJ7his .. r,flther ,to give them 'another Comforter' (Jn> 14: 
"~6 ) ."" "'-"", 

Î, 
l 

5 Cameron, p. ;146. J1: 

6 Lawrence Mathews, "The Secu1ar and the S~cral: Notés 
~on A New Athens and Thre,e Stories by Hugh Hood," Essays on" 
canadian Wri ting, Nos. 13-14 (Winter-Spring 1978-79), p. 
246. 

- ~ 7 Màthews, p~ 246. 

8 Hugh Hood, "Sober Colouring: The Ont01ogy of Super­
Rea1ism," in The 'Governor"s Bridge ls C1osed' (Otta.wà,:;: Obe-' 
ron, 1973), p. 134. 

J. 

'9 Metford, "'st. Domini~.", 

10 Metford, "Kiss." 

Il', Metford, "st. Domi'nic." 

, 12 Metford,' "St. Dominic.'" 

" " 

13 Hugh Hood, "Sober Colouring: The Ontology àf Su­
per':'Realism," pp. _134-35 •. 

14 'In "Sober Co1ouring: The ontology o'f super-Real­
ism" (p. 134), Hood wri tes tha t "'. • • Domenico sees the 
enormous, noisy snow-removal machine turn before his eyes 
into a divine beast or Leviathan. Anyone who has seen 
these machines' at work will rècognize, , in their 'noise and' 
<in the sharpness of their rotary blades, c1eàr intimations 
of violence. • : ,. Modern life is full of, these mechanica1 
beasts. " .. 

15 Latham, pp. l06~07. 

, '" 
1 • 

1 

1 
1 
i 
t 

~ t 

f 
! 



, , , 

i . 

'k 

.( 

'<, 

1 • 

1 ' 

" v .... '~'~~-~"P~ .. .,u- ...... .,. 

<', 

'. ,. 

16 MatheW's', p. 220. 

17 See Mathews, p. 221. 

18 Mathews, p. 220. 

19 Rev. i. 8 •. 

- 2,01 
" ' 

'20 Hugh Hood, "An IntervieW' with Hugh Hood," by pierre 
Cloutier, 'Journal of Canadian Fiction, 2, No. 1 (Win ter 
1973), 50: 

21 Hugh Hood, "Before the Flood," Essays on Canad ian 
Wri ting, Nos. 13-14 (Win ter-spr ing 1978-79), p. 19 ~ rpt. in 
Trustlng the Tale (nownsview, Ont.: ECW, 1983), .pp. 9-25,. 

22 Cooper, "Colours. n 

23 Cooper, "Corn. " 
" . 

24 Cooper,! "F1eece." 

25 eooper, ~Numbers." 
,~ 

26 Hugh Hood, "'l'he Onto1ogy' of Super-Rea1ism'," p. 131. 

27 Hugh Hood, "The Abso1 ute Infant,." in The Gover­
nor's Bridge ;rs C10sed, pp. 137; 140; 141. 

\ 28 Hugh Hood, "The Absolute Infant," p. 143. 

29 Hugh Hood, "The, Abs~lute .Infant,""p. 143. 

30 Ehud Ben-Yehuda, "Chaim," in Ben-Yehuda f s Pocket -
English-Hebrew Hebrew-English Dictionary (New York: Pocket 
BO~ ks , 1961). 

31 For a discussion on the association between the 1 

"dark 1ight", in the title story and the "darkness visible" 
in Book l of Paradise Lost, see MatheW's, p. 218. 

32 

• 
':; : Norton, 

" 

33 Math~ws, p. 218. 

34 Mathews) p. 219. 

, 35 Cameron, p. 146. 

36 Hugh 'Hood, ~An Interview with Hugh ,Hood.," by;J. R. 
(Tim) Struthers" ESSarS 'on Canadian Writing, Nos. 13-14 
(Winter-Spring 1978-19 , pi 32., 
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Chal2ter Five 

1 Letter received 

2, Letter received 

3 Letter received 
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from 
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Hugh Hood, 

Hugh, Hood, 

Hugh Hood. 

202 
~ 

"~ 

, "-

\, 
.., 

, 

;. 

" . 
7 Oct. 1983. 

7 Oct. 1983. 

" 4 See J-ohn Orange, rev. of None Genuine t'lLthout ThiS' 
Signature, by Hugh Hood, The- Fidd1ehead, No. 133 ( July 
1982), pp. 85-88: W. J. Keith, "The Case' for' Hugh Hooa," 
The Cana"dian Forum, October 1980, pp.. 27-28 ~ and Keith Ga­
reblan, Hugh Hood (Boston: Twayne, 1983), p. 50. 

S John Orange, rev. of None Genuine Wi thout This Sig­
nature, by Hugh Hood, The Fidd1ehead, No. 133 (Jul y 1982', 
p. S6. 

~ 
6 Letter from Hugh Hood. 

7 ft Holy Ghost," in Brewer' s Dictionary of ,l'hras.e 
Fable, 7th 'ed. (l810~ rpt .. London: Cassell, 1963). 

and 

8 "Ruby," in Brewer's Dictionary -of Phrase and Fabl.e. 

9 Letter from Hugh Hood. 

10 Letter from Hugh Hood. 

" 11 In an interview with J .. R. (Tim) struthers (ESSatS 
on, .. Canad ian wri ting 1 Nos.. 13-l.4 [win ter-spring ,1978-79 " 
p. 45), Hoçd states that "M~dsummer's Eve is traditionally 

( a time when enchan tments of mag ical kinds propose thetn­
selves in European mythology." As early as his first col­
lection of short stories, 'FIXing a Red Rite, Hood makes use 
of Midsummer' s Day and Eve ( see " Recollections of the Works 
Departmen t") to a1ert the reader tha t' his charac ter will 
experience sorne manner of revelation. Recall, for. exampl.e, 
the narrator' s June pilgrimage to the top of Mount Royal. in 
ft Looking Down From Above ft (Around the Mouo tain) .. Fôr a 
discussion on the association between epiphany and Midsum­
mer' s Day and Eve, see Encyclopaedic Dictionarx of Religion 
(Washington, D.C.: Corpus, 1979). 

12 Letter from Hugh Hood. 

13 Alfred J. Kolatch, '"Katharine," in The Name oic­
tlonar: Modern En l ish and Hebrew ames (Middle Village, 
N. Y .. : Jonathan Dav d, 1967 ) 
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14 Kolatch, "Lynn." 

, 15 Kol'atch, "Cecii." 

d 
16 Kolatch., "Howar~ 

--=---=-=--
17 Letter from Hugh Hood. 

18 Letter from Hugh Hood. 

19 "Raphael, ft in Brewer' s Dictionary of Phrase and 
Fab1e. 

20 Letter" from Hugh ,Hood. 

21 Latter from Hugh Hood. 

Concl usion~ 

1 Hugh Jiood, "An Interview wi th Hugh Hood," by J. R. 
(Tim) struthers, EssarS on Canad'ian Wri ting, Nos. 13-14 
(Winter-Spring 1978-79 , pp. 74-75. , 

2 Hugh Rood, "Afterword: What i's Going On," in Trust­
ing the Tale (Downsview, Ont'!: ECW, 1983), p. 137. 

3 Hugh Hood,' "Àfterword: What· is Going on," p. i31. 
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H_O_'O_' d __ ' __ ~~U~.h. :::::: a Red Kite. Toronto: Ryerson, 1962. 

,\ the Mountain: Scenes from t10ntreal 
. Life\., Toronto: Peter Martin, 1967 • 

--------. \ The, Frui t Man, the Meat Man & the Manager. Ot­
tawa: oberon, 1971. 

~ 

---~----. Dark Glarses. Ottawa: Oberon, 1976 • 

.. 
--------. None Genuine Without This Signature. Downsview, 

Ont.: ECW, 1980. 

--------. Trusting the Tale. Downsview, Ont.: ECW, 1983. 

SECONDARY SOURCES 

FI ying a Red Ki te 

Bedingfield j Dolores. "Sens.e of Delicacy Evident." The 
Globe,and Mail, 8 Dec. 1962, Sec. 2, p. 22, cols. 7-=9. 

Oobbs, Kildare. "Memory Transfigured." Canadian Li tera-
ture, No. 16 (Spring 1963) 1 pp. 72-73. 

Edinborough, Arnold. ft A Hood Full of JOY." Toronto Daily 
star, 15 Nov. 1962, S~c. 3" p. ~ cols. 1-2. 

Erskine, J. S. Rev. of Flying a Red Ki te, by Hugh Hood. 
The Dalhousie Review, 4~ (Summer 1963), 264-65. 

Fulford, Robert. Rev. of Flying a Red Kite, by Hugh Hood. 
The Canadian Reader, 4, No. 5 ( March 1963), 2-3. 

,Godfrey', Dave. "Turning' New Leaves (2)." The Cana pian 
Forum, 42, Jan. 1963, 229-30. 

.. 
" Hornyansky, Michael. "Countries of the Mind II." Rev. of 

FIxing a Red Kite and other books. The Tamarack Re-
view, No. 27 ( Spring 1963) 1 pp. 87-89. 
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,',f.,'ane, tauriat, Jr. "Fiction and Fact ..... 

,70 (Autumn 1963), 451-52. 
Que,en' s Quarter1y, 

Co 

,Miila, John. "On the Way Up." Evidence, No. 7 (Summe~ 
'1963), pp~ 107-10. 

perc-y, H. R. Rev. of Fly,ing a Red Kite, by Hugh Hood. The 
Canadian Author and Bookman, 38, No. 3 (Spring '19631""7 
11.. 

Watt, F. W. "Letters in Canada: 1962: Fiction." Rev. of 
Flying a Red Ki te and other, books. yniversity of To-
ronto Quarterly, 32 (July 1963), 391-94. 

Around the" r-1ountain:: Scenes from Montreal: Life 

COlombo, John Robert. Rev. of Around the Mountain: Sceries 
F 

Fulford, Robert. "Hugh Hood's Misused Talent.~ Rev.' of 
. The Camera Alwars Lies.and. Around the Mountain: Scenes 

from Montreal L1fe, by Hugh Hood. Toronto Dai11 star, 
Il Oct~ 1967, Sec. 3, p. 43, col. 2. 

Gsowski, Peter. "~lhy Montreal is Canada' s ParnaSSU8. Il 
Rev. of Around the Mountain: Scenes from Montreal 
Life, by Hugh Hood, and The Meeting Point, by Austin. 
Clarke. Maclean' s, Aug. 1967, pp. 70-71. 

Ki1gallin, Tony. "Hood's Montreal." Canadian Literature, 
No. 36 (Spring 1968)" pp. 94-95. 

Legate, David M. "Capsu1ar Canadiana.~ Rev. of Around the 
MOl,lntain: Scenes from Montreal Life and other books. 
The Montreal Star, 17 June 1967., Sec. Entertainments, 

l', p. 6, col. 2. 

Macdonald, lan. Rev. of Around the Moun tain: 'Sc'Émes from' 
Montreal Life and Dark Gla~ses, by Hugh Hood. Quarry, 
26, No. 4 (Autumn 1977), 72-74. 
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-.- SteQmond, J. M. "Letters in Canada: 1967: Fiction." Rev. 
bf Aroqnd the Mountain: Scenes from Montreal Life, The 
Camera Always Lies, and other books. .universit)''O'f 
Toronto QuarterIy, 37 (July 1968), 385. ' 

_ Taylor, Bruce. "Montreal days and nights." The Montreal 
~, 8 June 1967, p. 4, ,co1s~ 1-2. l' 

The Fruit Man,. the Meat Man & the Manager 

Cameron, Donald. "Books." Rev. of 'rhe Fruit Man, the M'eat­
Man & the Manager and other books. Maclean' St. Ap~il 
1972, p. 108 • 

Clery, Val. "Brief Candles." Rev. of The Fruit Man, the 
. Meat Man & the Manaier and other ,books. Books in Can­

ada, Nov. 1971, p. 9 •. 

Dobbs, Ki1dare. "Writer treads carefuliy." The Toronto 
~, 12 Nov., 1971,' ~ Sec. 2, p. 44, cols. 1-2. 

Poster, Malcolm,. "From Montrèa"l' s Hugh Hood A de-
1ightful 'col1ectio~ of stories .. ," The Ga.ze\tte (Mont­
rea1), 23 oct. 1971, Sec. 4, p. 46, cols. 4-8. - , 

Grosskurth, 
Place." 

Phyllis. "There's No" Doubt He Loves 
Saturday Night, Déc. 1971, pp. 42-43. 

The 

-
Kjrkwood, Hilda. Rev. of The Fruit Man, the Meat ,Man & the 

Manager, by Hugh Hood, and Violation of the V irglns 
and Other stories, by Hugh Garner. The Canadian Fo­
~, April 1972,' p. 53. 

Lawford, Diane. Rev. of The Fruit Man, the Meat Man & the 
Mana1er and other bOC?ks. QuarfY' 21, No. l (winter 
1972 , 75-77. 

Mcnamara, Eugene. Rev. of The Frui t Man, the Mea,t Man & 
the Manager rand other b'aoRs. Queen t s Quarterly, 79 
(Spring 1972), 120. 

Richmond ... John. "Lift-off for one s. Claus." Rev. of The 
Fruit Man, the Meat Man & the Manager and other 
books. The Montreal Star, 4 Dec. 1971, Sec. Enter­
tainments J p. 8-3, col. 2. 

Robertson, Anthony. Rev. of The Fruit Man, the Meat Man & 
\ the Manager and other books. West Coast Review, 6,' 

No. 4 (April 1972), 18-19. . , 
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Rudzik, o. H. T. "Letters in 'Canada 1971: Fiction." Rev. 
.. of The, Fruit Man, the Meat Man & the Manager and other 

books. univers! ty of Toronto Quartercl y, 41 {Summer 
1972),317. ' 

stephens, . Donald. "The Bright New Day." Rev. of The Fruit 
Man, the Me-at Man & the Manager and other ,books. Can­
adian Literature 1 No. 54 ( Autumn 1972), p'. 85.-

Thompson, Kent. Rev. of The Fruit Man, the Meat Man & the 
Mànarer, by Hugh Hood. The Fid,dlehead, No. 92 n'lin ter 
1972 , pp. 116-23. , 

Dark Glasses, 
• 

cameron, Barry. Rev. of Dark Glasses, by Hugh (food. The· 
Fiddlehead', NO. 115 (Fail 1977), pp. 105-08. 

Clever, Glenn. ,Rev. of A. New Atheos' and Dark Glasses, by 
Hug'h Hood. Canadian Fiction Magazine, No. 27 (977), 
pp. 148-49." 

Duffy, Den11is. Rev. of Dark Glasses, 
Globe and Mail, 2 Oct. 1976, Sec. 
el, p. ,45, cols. 3-6. 

by Hugh Hood. The 
Entertainmen t-Trav= 

Fraser, Keath. Rev. of Dark Glasses, by H,ugh Hood. Quill 
, and Quire, 42, No. 15, Nov.: 1976, 32. 

Ga'rebi~n, Keith. "Hood's stories probe for 'inner identi­
ties. ' " The Gazette (Montreal), 16 Oct. 1976, Sec. 2, 
p. 18, cols. 1-$. 

Macdonald, lan. Rev. of Around the Mountain: Scenes from 
Montreal [.i fe and Dark cG1asses, by Hugh Hood. Quarry, 
26, No. 4 (Autumn 1977), 73-74. 

Martin, Sandra. "Hugh as in chop and Hugh as 'in tint." 
Rev. of 'Dark G1asses, by Hugh Hood, and The Legs ot: 
the Lame and Other Staries, by Hugh Garner. Books in 
Canada, March 1977, pp. 40-41. .. 

Schoempet-1en, Diane. "Fictiona1 Explorations." Rev. of 
Dark Glasses, by Hugh Hood, and Dancing Girls ?1nd oth-
er staries, by Margaret Atwood. Waves, 6, No. 3 
(Spring 1918), 90-9~ ,.-

Solecki, Sam. "Letters in Canada 1976: Fiction I." Rev. 
of Dark àlasses and other books. Universi ty of Toron­
to Quarterly, 46 (Summer 1977), 343 ~ 346-47. 

1 • 

- ~i __________ ":'-__ ~ ___________ _ 

" 

. " 

. 
1 

\ 
:; 



( 

l' 

" 

• 1 

" 

" 

,~ ( ' 

L 

" UJJ) 

. ,-

208 

Struther~, J. R. (Tim). ·Oeeper Dy the dozen." The Lonqon 
, Free Press, 16 April 19}7, Sec. 2, p., 23, dols. 1-2. 

Weinzweig, Helen. "Middle Glass ~lasps." The Canadi,.ah Fo-
~, March 1977, pp. 30-31. 

None Genuine without Thi's Signature 
~ 

Bi1àn, R,. P •. "Letters in Canéda 1981': Fiction II." Uni-
vers! ty of Toronto Quarter~, 50, No. 4 (Summer 198ï")"7 ~ 
11-13. 

Howard, victor. Rev. of' None ', .. Geriuine wi thout This Signa­
,ture', by Hugh Hood, and Goodbye Summer, by Vero'nic~ 
Ross. 'Canadian Li terature " No. 92 ( Spring 1982), pp. 
117-20. 

Keith, 'li. J. '"The Case for Hugh Hood .',! The Canadian Fo-
~, No. 703" Oct.' 19S0, pp. 27-29. 
,~ ,-

oràng~, JOhn,_ Re"=' •. of, Reservoir Ravine and None. Genuine 
without This signature, by H~gh Hood. The Fl.ddlehéad, 
NO. 13~ (Juiy 1982), 'pp."85-S8. ,. 

INTERVIEWS MJD PROF'ILES 
,"'-, 

Cloutier, Pierre. "An Interview with Hugh Hood. ~ Journal 
of Canadian Fiction, 2, No. 1 (Winter 1973), 49-52. 
'j' .. 

... l ,. 

Fulford, Robert. "An Interview with Hugh Hood.'!--- The Tama­
rack Rèvi,ew, No. 66, (June,l975), pp. ~5-77. 

Hale, Victori'a G. "An Interview with Hugh Hood." Wor1d 
Literature Written, in .Engl!sh,' Il', No. 1 (April 1972), 
35-~1. , , 

HancQclt, Geoff. 
11m • s End:." 
38-40. 

.l 
. . 

"Hugh Hood' s Celebra t,ion of the Milleni-
Qui1l and Quire, 46, No. Il (NOV. 1980), 

. 
. Sand1er, 'Linda. "~ear Proust and Yonge: Tha t' s where Hugh 

'Hood gre.~ ,1.:IP and why, he' s making a Il-nove1 bid for '\ 
immorta1ity." Books in Canada, Dec. 1975, pp. 5-7. 

. , 

Struthers, J. R. (Tim). "An In-te'rview ,with H!l9Q Hood." 
,Essays on Canadian wri ting " NQs. 13-14 (Winter-Spring 
1978-79), pp. 21-93. 

, . 
!, 

, ' 

h' 



( 

( 

TH,ESES 

Blandford, Patrick.' "Treatment, Qf Bng'l ish':'Frenct) '~ul tût:a1 
Tension in th,e Works o~ HU9_~ Hood: An, Examination." 
11.A. ,Thesis Concordia 19791 - ):31 pp. plus "-Bibliogra-
phy! ft _. , • ", 

Hale 1 Victoria G. n Elements of Li terary Trad itlon and My th 
in the Novels and Sketches of: f{llgh Hoo,d .,t! :, .. M.A-~ The'sis 
Sir George'" Williams 19710 .. ' 157 pp. pl'u'~ ~B~b.1iogra-
phy." , ' \. 

GENERAL -

Brydonr Di'ana. 
and Martin 
1-15. 

"Traditio 
Boyd. " 

." l' "" .. ,.. 

nd Post-colonia1~sm: Hugh Hood 
osaic, NO~ 15 (Sep't;' 198~), pp. ---,' \ -.' \ ,-' . - , 

Blaise, Clark. "T Begin, TO,"Begin." _ I~' . .'t:h~,·Nai:rative 
VOlce: Short Staries and Ref lect,ions by, Canadian Au-
thors. Ed. and introd. John Metcalf. 1 .- Toronto: 
McGraw-Hill Ryerson, 1972~ p. ,23. : "~ 

--------. "Wri ting "Canadian ,Fi'ct,~'on." F[icêlon ;Interna-
tional, Nos. 6-7 (1976), pp.:7;,8: 9. ; ' ...... 

'j , 

,Blandford, patrick'~ "Hood à la' ~ode: B~cuIt:.Ùfa.~' 'rens~on in 
\ the Work.s of Hugh Hood. ri. .essaya dn Canadl.an, Wrl ting, 

-'Nos. 13-14 (Winter-Spring 19?8-?9)., pp.'" 145 ... 70. 'f 

Cameron, Barry. ~. 'Incarnationa1. Ar't' ': Typology' ànd-:Analogy 
" in, Hugh Ho'od' s F ietion ." 'l'he fiddI1ehead i, .'~ci. 133 

(July, 1982) ,. PP .• 89-9l. 
, ';;l' 

",' Davey, Frank. "Hugh Hood." In' hfs From There to Here: A 
Guide ""'to Eng1ish-Canadian Li tèra~ure Since. 1960. Our 
Nature-:--Our Volces, Vol. II.' Erin, Ontario: po.r.c6pic, . 
1~14, pp.' 138-42. ' 

Denham, paul, ed. and introd.. The' Evo1 ution of Canadian 
Lite,rature in Enq1ish 1945-1970. 'Toronto: aolt'::,Rine,­
hart. and ,winston of Canada, 1973, pp. 101. 111<:, l:SH. -, 

'D~ffy, Dennis. "Space/Time and, the Matter of Fot'lll •. " Es-
,says on Canadian Writinq, Nos.. 13..,,14 (Winteli-5prTri9 
1978-79), pp. 131-44. . ' . . ' " 

"..,.-------. "Grace: The Nove1s of Hugh Hoad. ri Canadia.n Lit-
\....,-' eratur-e, No. 47 (Winter 19?1), 'pp. 10~2S. Rrt •. in .!!!!:. 

canadian Novel in t e Twentieth Cen tUf:' Essa' ,S" from 
LE. and 'George . t'lood-

.... ~. 



,III 

i\ i 
~\ .~ 
\! ( , , 
"1 ' 

cock. 
242-57. , 

, ' 
Toronto: .- C1cClelland and 

210 

Stewart, 1975, pp. 

Garebian, Kei th. 
, " 

Hugh HQod. Boston: Twayne! 1983. 

ture. 
s:r.-

Blagdon, 1928- Il In 
En lish-Canadian Litera-

1973( pp. 5:3-

Hancock, G!,,!off. "Here and Now: Innovation and Change in 
the Canadian Short Story." The Canadian Fictiqn, Ma9a-
zine, No. 27- (1977), pp. 7~ 15: 16. J .. 

Harding l'Anthony John. Il Field of V.ision; Hugh Hood ~and the 
Tradition of Wordsworth." Canadia~iteraturè, NO. ~4 
(Autumn 1982), pp. 85-94. 

"Hugh Hood and John r<Ulls in Epistolary Conversation." The 
Fiddlehead, No. 116 (Win t.er 1978), pp. 133-46. 

Kattan", Naim. Il Les écrivains canadienS-angla~' ét la cui­
ture canadienne-française." Le Devoir, 31 ars 1966, 
Sec. Supplément Littéraire, p. 38, ,cols. ,,5 8. Rpt. 
"Montreal and French,-Canadian Cul ture: Wha t they Mean 
to Engl ish-Canadian Nove1ists." Trans. Joyce Mar­
shall. The Tamarack Review, No. 40 (Summer 1966), 
pp~ 40-42~, 50~ 51. 

Kilgallin, Tony. The Canadian Short Story. Toron to: Hol t, 
pp. 6 ~ 7: 12 ~ Rinehart and Win,ston of Canada, 1971, 

1~-21. 

Lecker, Ro6-~rt. "A Spirit of Communion: The Swing in the 
Garde!!. " Essays on Canadian Wri ting, Nos. 1>3-14 ( ~lin-

, ter~~E'ing 1978-79), pp. 187-210. 
-- \. "\ ~" rr';:::--. ~ "Hugh Hood: Looking Down From Above" in On the 

-'. Line: Readin s in the short Fiction of Clark Blaise, 
-=J,...,o,p..:.h~n--.;M;.;;",;;e_t_c.;..,a~~".....a.;,:n..;.;..._H=-u .... g:...h~_H.;..,O.;..O~. Down sv l ew , On t. : ECW, 
1982, pp. ~9-120. 

Mathews, La\{rence. "The Secu1àr and, the 0 Sacral: Notes on' A 
New Athe!\s and Three Stories by Hugh Hood." Essays on 
Canadian Wri ting, Nos. 13-14 (Winter-spring 1978-79), 
pp. 211-29. 

r ' , 
Metca1f, John. "Hugh Hood (1928- )." In Kale,idascope: 

Canadl.an Staries. 
Nostrand Reinhold, 

Ed'. John Metcal fe. 
1~72, p. 134. 

1 

Toronto: Van 

Mills, John. "Hugh Hoad and the Anagogical 'Method." Es-
says on ""Canadian WritiPlg, Nos. 13-14 1 (Winter-spring 

. 1~78-79), pp. 94-112. ~ 

, . 
" 

----------_._~_ .. ------------------~----~-----



, ' 

, 

" 

\ ' 
, , 

" 

( 

--, 
. .', ,." 

Moss, ;,rohn'. 
tian. 

Pattérns of 
Toronto: McC 

; .;. " 

211 
'" , ' 

INew, W.' li. "The Canadian Short story: Introduction.:!' 

, 1 

WorldtLiterature Writ li~h, .11, No. 1.(Apri1 
T':I:-;7:;"2~"", ---;:;7r_~,8~.-------'II-'-----'""---'-- , . ~ ,1 t !. 

, r t 
" • ... .f 

__ .:..-;--I~-. "Fi.c'tion." I.n L1:Lteraf.y HLstory of Canad~:. Cana­
dian Lite~ature ;in .Eng1ish. Gen. ed .. and i,r:ttrod. Carl 
F. K1inck. 2nd ep. Toronto: univ. of' Tor,onto Press, 

~, 1976". Vol., II IJ 257 ~ 263-65-•. 

Orang~, John. "Lines of A~c~nt: .Hugh Hood'c s place iri Cana­
dian F~ction.n Essays on Canadian writing, Nos. 13-14~ 
(Winter-Spring 1978-79), pp. 113-30. ' J 

" 

pacey~ Desmo~d •. "T~e Writer and his Public 1920-1960." In 
Li terar Histo'r Canada: Canadian Li terature in 
Eng lsh. Gen. ed. an lntrod. Ca~ F. Kllnck. Toron­
tQ: Vniv. of Toronto' Press, 1965, p. 494: rpt. with 
corrections 1966, 1967, 1970,. 1973. Rpt. in Literary 
Histor of Canacla; Canadian 'LiterÇtC'ure in En lish. 
Gen. e • an lontrod-. Carl F. K11nck. 2nd ed. Toron­
to: Univ. of. Toronto Pres~, 1976, II, 20. , 

R~llinsl Douglas. ··~."The' Montreal storyte1lers." Journal of 
Canadian Fiction, l, No. 2 (Spring 1972), _ .. 5-6. " 

Stephens 1 Donald. '"q.ne ~Short Story in .Eng 1 ish. " In The 
Sixties: Canadian writers and writing of the D~cad'ë": 
Ed. Georcge Woodcock. Vancouver.: Univ. of Brit .. ish Co-

. 1umb.ia press, 1969, p. 129. ~ ~ 
'.~. ' 

--------. "The Recent Ènglish Short story in Canada and 
. its Themes." ,. Wot:ld Literature written in Eng1ïsh, Il, 
'No.:l (April 1972), ,51. ., 

1 

st~ry, Norah. "Fi-;;tion in Englisn." The Oxford ,Companion 
te Canà di an '::,8 i s'tory' and Litera t u";;;r';;';e~"';( ;:';l;:'9~6:::!7~)~/"""P"';;P..;..;..a. ~2=-E5';'3=--1 
26S. ... 

--------. ".Fiction in English." .Supplement to the oxford 
'\. co~anion . tb.. Canadian . Hi~tory and Li terature (I973), 

pp-. al: ,851. B8~ 90. • , . . 
--------. "Efpod, flugh (1928- )." 'su~p1ement to the Oxford 

compan~on tb:'.Canadian History an : Literature ,(4973 ) • 
. " .. 

struthers, J. 'R.\(Tim). "End of Canadian Literature?" The 
LondoA Fr~Q ~reàs: 4 June 1977, Sec. 2, p. 28, col.~ 

" 1 -, .... 

. . . .. 
) 

"'-':' ,. , 

- ! 

-------------. -----
~__________________ ____~_w ______________ ~ __ ~ ________ ___ 



\ . 

(' 

·' 

" 

212 

Suthe:tr.land, Ronald. The New Hero: Essays in "Comparative 
Quebec/Canadian Li ter'ature • T,oronto: Macmillan of 

, Canada, 1977, pp. 27: 94: '104. 

Thompson,. Kent. "The- Canadian Short Stot:y in Eilglish and. 
the Little ~agazines: 1971." World Literature Written 
in English, Il, No. 1 (April 1972) ,. 18-: 19, 2~-22,: 23: 
24. 

--------. "Hugh Hood and His Èxpanding' Universe." Journal 
1 of Canadian'Fiction,.3, No. 1 (winter 1974),55-59. 

j ----~---. "FormaI Coherence in the Art of Hugh Hood." In' 
, Minus Canadian: penultimate Essa s on Literature. 

E • and 1ntrod. Barry Cameron an M~chae D1xon. Stu­
dies in Canadi~n L~terature, 2 (Summer 1977), 203-~ 

Waterston, Elizabeth; :Survey: A Short History of Canadii:lO 
Litératurè. Toronto: Methuen, 1973, pp. 44; 47; 112; 
138; 183; 210. 

wooaéock, George./ Canada arid the Canadians. Toronto: Olt­
ford Univ.' Press, 1970, pp. 316-18. 

--------. , "Ancestral Voices, CanLit's fascination with the 
1930' s is more than a fad: i t' s· one bread' decade 
reaéhing back to another. ft Books in Canada, Feb. 
1~76, pp. 4-6. 

--,,-----. "Taming the Tiger of, Power: Notes on Certa·in 
Fictions by Hugh Hood··.·.. Essays on Canadian Wr.i ting, 

. Nos. 13-14 (Wiriter .... Spring 1978-79), pp. 171-86 .• 

GENERAL LITERARY BACKGROUND 

Abrams, M. H. A Glossary of: Literary Terms. New York: 
Ririehart, 1957. 

4 ________ • Natural Su ernatura1ism: Tradition and 
tion in Romant1c L~terature.· New Yor : Norton, 

--------. The Mirror and 
Critica Tradl.t~on. 
1953. 

and the 
Press, 

Auerbach, Erich. Mimesis: The' Re resentation 'of Realit in 
Western Literature. Trans. illard Trask. pr,inceton, 
N.J.: princeton univ. press, 1953. 

--------. Dante, Poet of the,Secular World. Trans. Ralph 

.. 

Manheim. Chicago: univ. of Chicago press, 1961. 

-~-_._--~ 

1 
\ 
"\._4<" 

'. 

/ 



( 

J' 

j • 

l ' 

213 

Barth, Robert:., cq1eridge and Christian' Doctrine. Cam-
bridge, Mass.: Harvard univ. Press~ I§69. 

Brantley, Richard E. Wordsworth's Natural Methodism. New 
, Haven: Yale Oniv. Press, 1975, 

Br€!e 1 Germaine. Marcel Proust and D'eliverance From Time. 
London: Chatto & windus, 1956. 

--------. The World of Marcel proust. London: Chatto & 
Windus, 1967. 

Srewer' s Dictionary of Phrase and r;able. 
rpt. London: Cassell, 1963. 

7th ed. 1870: 

Bucknall, Barbara J. The Relilion of Art in proust. 
na, Chicago: univ. of III nois Press, 1969. 

urba-

campbell, Joseph. The Hero with 1,000 Faces" New 'York: 
Panthéon, 1949. 

Cirlot,' J. E. A Dictionary of Symbols. 
& Kegan paul, 1962. 

London: Routledge 

Coieridge, Samuel Taylor. The Corn lete Poetical Works of 
Samuel Taylor 'Coleridge. Ed. Ernest artley Cole-
ridge. Oxford: Clarendon, 1968. ':1. 

Cooper, J. C. 
Symbols. 

An I1lustrat~d Encyclopaedia of Traditional 
1978: rpt. London: Thames and Hudson, 1982. • 

Eliade, Mircea. 
W. R. Trask. 

The My th '0 f the Eternal Ret urn. 
New York: Pantheon, 194~. 

Trans. 

--------. The Saered and the Profane: The Nature of Reli-
gion. 
,1959. 

Trans. W. R. Trask. New Yor,k: Harper & Row, 

El iot, T. S. The Sacred Wood. New York: Barnes and Noble, ,'-, 
1964. 

Evans, J. W., ed. Jacques Marita!n: The Man and His 
Achievement. New York: Sheed and Ward, 1963. 

F~cher, C. A. The PhilOSOfh[ of Jacques Maritain. 
- minster, Md.: Newman, 9 3. • , 

West-

Fletcher, Angus. A11egory: The Theory lof ~ Symbolic Modè:. 
Ithaca, ~.Y.: CorneI1 univ. press, 1964. 

Freeborn, , Richa,rd. Turgenev: The N.QVel lat' s Novel'ist: A 
Study. London: Oxford univ. preB$, 1960. 

" 



. ' 

", 

, ' 

( 

.. ' 
o ' • 

2i-4 

Frye, Northrop. Anatom of cri tici.srn:· s. 
princeton, N.J.: pr1nce on Un1V. pr~ss, 

--------. Myths. a"nd Mythrnaking. 
-\, York: Brazi11er, 1960. 

Ed. Henry A. Murray. New 

~---~-- The Secu1ar 'Script ure: A Study of the Structure. 
of Romance. Cambridge, Mass.: Harvard. univ. Pre'ss, 
1976. 

--------. 
York: 

The, Great Code: The Bible and Literature·. 
Harcourt, 19'81. 

New 

Heath-Stubbs, John. The Pastoral. London: oxford Un1v. 
~ Press, 1969. 

Hessert, paul. Introduction to Christianity. 
C1iffs, N.J.: prentice Hall, 1958. 

Eng1ewood 

Kirkwood, G. M. A Short Guide to Classica1 Mythology. New, 
York: Ho1t, Rinehart an~ Winston, 1966. 

Kolatch, Alfred .J. 
Hebrew Names. 
1967. 

The ~arne oictionary: Modern Englrsh and 
Middle Village, N. Y .. : Jona than David, 

Kurth, Burton O. Milton and Christian Heroisr:n .• 
Conn.: Archon, 1966. 

Harnden, . 

~ Lacey, Norman., Word~worth's View of Nature and its Ethical 
Consequences. Bamden, Conn.: Archon, 1965. 

Lockridge, Lawrence S. Coleridge the Mora1ist. Ithaca: 
1 j 

Cornél1 Univ. press,'1977. 
1 

MacCaffrey, Isabel G. "A11egory and Pastoral in The Shep­
hearde's Calendar." ELH, ~XXVI (1969), 88-109 • 

. --------. Paradise Lost as ftMyth. ft Cambridge, Mas~.: Har­
vàrd Univ. Press, 1959. . . 

Ma.cQueen, John. ~llegory (The- Critical Idiom: 14). 
dort: Methuen, 1970. 

Lon-· 

Ma rit a in, J à c que s • ~s;...t;....;..-....;T;.;h;.;....;.o.;..rn~ao_;s;..;,;.....-A~n .... g:..;e;...l_=_-o.;....,f=__~t-h....;e;..,._-S~c:;_h=0",:,0_1;....S • 
Trans. J. F. Scanlan. London: Sheed and ~ard, 1931. 

7~------. The Rang~ of Reason. Trans. S. J. R. ~aunders. 
New' York: Scribner ,. 1972. 

41 
. Metford, J. C. J. Dictionarx of Christian Lore' and Leg­

end. London: Thames and Hudson, 1983. 

" 

( 



" 
" 

, ," r 

" 

,: 

: . ' 
" , 

. ,,' ,/ 

" ' 

r (:.-. 

" 

, ' 
J • 

,; 

, ~ " . 
~,,~\~ ... , .. ...,..-.- • .f .... ~~ .... ,;..,.,..".~r'>I.;J.-'",. ~ .n.n1i'ï ..... ~ - .. ' .,. .. 't-~ .... ,~_ . ! '," .,1. ' ..... ' ... r ... . , " , 

• > 

215 

Milton, John. Complete Poeme and Major prose. 
'& Hughes. 'New York; Odyssey~ 1957. 

Ed'. Merritt-

-Muirhead, John Henry. , Coleridge as Philosopher. 
G. AlI en & Unwin 1 1-:=:9~3:-:0!:'".---"----~~-"";"a....;..;~ 

London,: 
\ .. 

- \ 
Shattuc~" Robert. "This Must Be the Place: From wordsw'orth,j 
_ to Proust. ft In Romanticism: vistas, Instances, Conti-/ 

nui ties. - Eds. David Thorburn and Geoffrey Hartman.1 
Ithaca and London: Cornell univ. Press, 1973. , 

Thomas." George T. Christian Ethics and Moral 
" 1 

Philo-sophy.\ 
Nèw York: Charle~ scribner's Sons, 1955. 

Turg!!nev, Ivan. Sketches' from a Bunter's Album. Trans. 
Ric~rd Freeborn. Great Britain: penguin, 1967. 

. , 

Webster's Third New International,Dictionar of the En lish 
LanguaIe, unabr1dged. Spr ngfield, Mass.: G. C. MeT-
riam, 963. . 

Wordsworth, William. The Poetfcal Works of William Words-
worth. Ed. E. de Sel incourt and Helen Darbishire. " 

, oxford: Clarendon, 1970. 

--------. The prelude or Growth of:a Poet's Mind. T~xt 
1859. Ed. E. de Sel incourt and Stephen Gill. 

,ad. London: Oxford Univ. Press, 1970. 1 
1 

1 

", 

, .. 
.v."" -,< 

,: "_(v, 

,t ',' 
• r • , \, ~, l', 

,\ ; 

of. 
2nd 

',' 

'-. 

)' ... ' 

.' /' 
~"' .. 

. " . ,. 
-- • 1 

-', 

\ , 

• 1 

'. 
J.. ' 

1 v 
'" 

./ 

'1 

~----~--~----------------~--~--------------------'_.-----"----------------------------~ . , 


