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ABSTRACT .

W. O, Mitchell refers to thel"events; people, and atmosphere" in
his fiction as forming an "illusory bubble' through which he presents
some “transcending truth" about the human condition. This thesis
explores the world which Mitchell creates in his four major novels:
Jake and the Kid, Who Has Seen the Wind, The Kite; and The V&nishing‘
Point, by tracing the thematic pathway of one of Mitchell's truths—
the individual's struggle for identity.

The overall theme discloses two basic types of identity which
the cha£acters in Mitchell's novels must establish if they are to
survive in the world, and both serLidentitywandm3§€éa%méé@ﬂtééyﬁﬁf;mvf”wg
are discussed as necessary functions of the human condition. Through
an awareness of nature, characters realize their own place in the
natural cycle of life, and by understanding and accepting their roles

in the "living whole,"

individuals develop a self-identity which
gives them freedom and confidence. While individuality is a prime
factor in identity, it is also evinced that without human interaction
man's identity is incomplete, and the need for the individual to
develop a social identity which allows him to function as part of a
community is emphasized as the completing factor in a full identity.

This thesis discusses the'twg problems of fdentity as they confront

the central characters in Mitchell's. four novels, and attempts to

broaden the’ thematic pathway by showing how the author sustains his



central theme By the inclusion:of gecondary characters whose

problems: of identity bBoth parallel and augment the central discussiom.
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CHAPTER ONE

INTRODUCTION

In the title of this thesis I have tried to incorporate the
concepts of form and content: two basic literary viewpoints from
which one might examine the works of a particular author. The idea
of an "illusory bubble" as the form of a given work is W. 0. Mitchell's
own term and in a conversatfon with Donald Camerqn he has referred
to his approach to writing and the relationship betweeh form aﬁd

content:

To me the only justification for art is that this
particular narrative, these particular people, shall
articulate some transcending truth that transcends region
and transcends a given time, and that it shall have
meaning and significance that transcends the actual

in the world of the many. You get into this thematic
thing. 1It's quite often sententious, as so often themes
are in art: that all men are created equal, or all men
are created unequal, or pride is a fine thing . . .
People have said these things for centuries. It's not

a new truth or a fresh truth, but it's the first time
this truth has been filtered through this particular’
artist, in this particular part of the world, at this
particular point in time. It isn't the truth that's
important so much as the illusory journey to that truth,
through the artist's illusion bubble.l

The bubble which Mitchell creates to enclose his "truths" is
composed of various literary techmniques which he uses to sustain his
illusion. As he has stated, the writer is something of a magician
who produces the bubble "in a sleight-of-hand fashion with symbols,

X . . 2
with events, with people, with atmosphere."



Within the world designed by Mitchell are several thematic
pathways along which one might explore the various "transcending N
truths” the author has attempted to deal with through his art. These
pathways are never straight and clear however, for Mitchell's own
theory of literature demands that they be artistically designed in
order that the reader may participate in the jourmey through the
bubble. Mitchell has quoted Professor Salter, his '"mentor"” when he
was "learning to write' as advising:

"Make damn ‘sure you know what it is that you are trying

to say with these people and with these events and with

this bubble you're building, but for God's sake don't

let it be said. Let that belong to the creative partner
* who comes to it. Let him think he's discovered it."3

Although Mitchell received an admonition from his creative
writing coach not to fall into the error of stating his theme too
conspicuously, Salter apparently did not clearly state an alternative. -
Instead, Mitchell quotes him as having provided a simile which his
artistic temperament has since interpreted to form his own particular
filtering of truth:

"You know, Bill, really the theme should not be
inartistically clear and didactic. You know what it's
1ike? It's a lot like a hidden football play . . . People
are in the stands and they look down; they don't under-
stand football, they don't know what the play is, but

there's one thing they sure as hell know: something
very important Is going on down there."4

In this thesis, as Mitchell's "creative partner,”

we will
explore the mnature and progress of ome of the author's thematic
pathways as it winds its way through the "illusory bubble" of his

work. The theme chosen is ome which runs through all of*Mitchell's



novels and thus serves to link the works together as one large
creative whole. Identity is a primary concern to Mitchell, who has
commented on the writer's need to express his own particular identity
in his work: .

To me, the main justification for art is that it grows

out of the unique and individual human being, and that

when the art experience happens between a creative artist

and a creative partmner, it is probably the closest

a human can ever come to truly crossing a bridge to -

another human. Now if on one side of the bridge the artist

~is not working out of his own individual identity and
experience there's nothing for the reader to cross to.d
In the above passage Mitchell has referred to two primary
concepts involved in the theme of identity. The '"unique and individual
human being" raises the question of self-identity, while the necessity
for individuals to comnstruct bridges of understanding between them-
selves refers to the idea of social identity. In the novels to be
discussed here, both types of identity are to be explored in relation
to the characters inhabiting Mitchell's illusory bubble.
Because the term "identity" may be interpreted in several

different ways, something must be said concerning its specific use
in this thesis. Obviously every human being has some form of physical
identity due to the mere fact of existence; we all occupy space, have
unique characteristics, and come into contact with others. However,
in Mitchell's novels individuals seem to be searching for some meaning
in their lives, and this desire for awareness of oneself becomes
central to the concept of identity. In this discussion therefore,

the term "identity" refers to the individual's search, utilizing both

his intuition and intellect, for understanding and acceptance of his
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own being and of his relationship with others who foxrm the society

in which he lives. Occasionally, characters will appear in the novels
who have realized their self-identity and are consequently no longer
searching for its attainment. They still have‘problems, however,

in maintaining that identity. The obstacles encountered by such
characters are often the same as those which confront individuals
still involved in the search, and thus their struggles become linked.
Generally it is the problem of the aged to maiﬁtain an identity which
gsociety feels the individual is no longer capable of sustaining, while
at the other end of the cycle the young are actively searching for
something which the same society feels they are not yet able to
understand. Young and old are therefore similarly frustrated in their
desires either to find or keep their identities. Between the two
extremes of age are characters who have assumed an identity with
which they are dissatisfied, and their quest for true identity turns
them backward in time to their youth when the false identity became
established. Such middle-aged characters as David Lang in The Kite
and Carlyle Sinclair in The Vanishing Point are therefore involved in
attempts to rediscover their true identities.

The problem of self-identity centres around-the individual's
desire to learn about his own particular place in the human cycle of
existence, and he must first learn what that cycle is. In addition
to physical identity, the understanding of the mnatural cyclerleads
towards a spiritual identity as he realizes that he is part of a

universal whole. The inward search for self-identity therefore does



not lead to egocentricity but rather to an awarenesé of a universal
existence. Characters suchlas Brian O‘Connél in Who Has Seen tﬁe Wind
actively search for self—identity,‘and find themselves moving inward
away from the world only to finally arrive at a point of harmony with
the same world. The movement away thus curves back upon itself.

While the individual is occupied with the search for self-identity,
the problém of social identity is an ever;present ?eality which must
be dealt with in order to develop a balanced identity. As~Mitchell
has stated, bridges must exist between individuals if full understanding
is to be accomplished. In his novels he presents a number of characters
who have reached a level of self-awareness without establishing a useful
social identity. The Bens in Who Has Seen the Wind are extreme examples
of individuals lacking a balanced identity.

The two groups in which the individual may establish a social
identity are the family and the community, and in order to function
Wiyhin these groups effectively, he must somehow develop a social
identity which reflects his own self-identity. Witﬁout such harmony,
the indivi@ual faces eternal conflict as his two identities clash.

The exploration of theme thus involves a discussion of the attempts
of various characters to understand their own individualit&ﬁand to
discover how they can utilize that self-awareness in relation to
others.

Although the theme of identity may appear as an element in’all '
of Mitchell's works, including plays and short stories, it is only

his novels which are to be dealt with here. Because the novel allows



a writer to develop more fully his illusion of characters and events,
the theme‘of identity is allowed the time and space it requires to
ripen to maturity. Not only does each inaividual novel s;stain the
theme more fully, but when one views all of Mitchell's completed
novels as an aggregate, it can be seen that the theme of identity
itself expands and matures along with the writer's own identity as
an artist.

Having enunciated the thematic pathway to be followed, it is
necessary to make certain comments about the novels through which
the theme of identity is to be traced. Thé Literary History of Canada
lists the following six published books by W. O. Mitchell: Who Has
Seen the Wind (1947), The Alien (1953), Jake and the Kid(1961),
" The Black Bonspiel of Wullie MacCrimmon (1962), The Kite (1962), and
The Vanishing Point (1972).6 Of these works, only four can be
considered complete, published mnovels. Mitcheli first wrote The Black
Bonspiel of Wullie MacCrimmon in 1950, and it was soon thereafter
adapted for stage presentation. In 1962 it was published in book
form by a Calgary firm,7 the edition consisting of fifty-four pages
bound in soft cover. It is the story of a shoemaker, Wullie MacCrimmon,
who challenges the devil to a curling match and beats him. The
natrrative is sparse, with an emphasis on dialogue. Because of its
limited size, scope, number of characters, and lack of what M. ﬁ. Abrams
terms "sustained and subtle exploration of character,"8 tﬁis work is
best classified as a short story or novelette and will ﬁot be included

in the discussion of Mitchell's novels.



The other work which is.not’ to be included as a major item of
this discussion is The Alien, an incomplete novel which Mitchell only
published in part. Catherine ‘McLay has outlined the "history of’

The Alien as follows:
Iﬁ_l953 Mitchell completed The:Alien, a novel which won
the MacLean's Fiction Award for 1953." From September 1953
to January 1954, MacLean's Magagzine published installments
which covered about one sixth of the novel. But it never
appeared in Book form, for Mitchell withdrew it and it
remained in the back of his mind for some twelve or
thirteen vyears.

While The Alien itself was never fully published, it was eventually
reworked and became The Vanishing Point in 1973. It is because of
Mitchell's own dissatisfaction with The Alien.as a statement of his
theme that the decision has been made to exclude it from major
consideration. Although mention has been made of a difference existing
between the central character as he appears in each novel (see footmnote
page 129), in Mitchell's own words The Alien does not state the author's
true feelings about his theme and may be excluded from further
discussion:

About fourteen years ago I worked om a novel, very close

to when I thought it was f£inished, and then I was unhappy
with it. I returned to it several times over a period of
about five years or more-—it became a King Charles' head
with me~—and then about four years ago suddenly I realized
that what had grown, indeed, said No. It ended with '
despair, and while the piece of work had grown to say

No, I myself hadn't; and this is what crippled it so
terribly for me.l10

The four remaining novels, comprising the true core of Mitchell's

work In the form of the novel, are to be considered in chronological

oxder but a further note as té'the dating of one of the works is



important. Just as the characters in Mitchell's novels are to be
discussed as growing in awareness of their identities, so too must
the writer's ability as an artist be traced from his eariiestrto his
latest works in order to outline the growth of his own artistic
identity. For this reason I have chosen to begin the journey through
the bubble by discussing Jake and the Kid. Although the novel was
not published until 1961, fourteen years after Who Has Seen the Wind
first appeared in 1947, it does represent an artistic awareness dating
back to 1942 when the first "Jake and the Kid" stories began to appear
in Canadian journals and as a popular CBC radio series. In the later
novel Mitchell does not attempt to develop his theme or characters
beyond their original form, and for this reason the novel properly
belongs to his earliest period. In Jake and the Kid many of the
symbols, characters, and settings of his later works make their first
embryonic appearance in the formation of his illusory bubble, and
the novel thus serves as an Important introduction to his later
‘emergence as a major Canadian novelist.

To summarize, the novels Jake and the Kid, Who Has Seen the Wiﬁd',
The Kite, and The Vanishing Point will be discussed in that order,
and the theme of identity will be the pathway linking the.novels
together as a developing statement of the author's consciousness.

concerning a basic human problem.
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CHAPTER TWO

JAKE AND THE KID

In the novel Jake and the Kid we step into Mitchell's illusory
bubble at the town of Crocus, Saskatchewan, sometime during the
Second World War. Here we first encounter the two basic ingredients
of Mitchellls created world: the social environment of the town, and
the surrounding natural setting of the prairie. In subsequent novels
the name of the town may change, and the natural setting may move from
the Saskatchewan prairie to the Alberta foothills, but the meaning
and presentation of each remain similar. The theme of social identity
emerges as central characters come into contact with the social setting
of the community, and the natural cycle of life occurring on the
prairie presents a panorama of existence which must be intermnalized by
the individual seeking self-identity.

Mitchell himself was born on the prairie, and recognizes its
introspective effect upon the individual and the desire it creates to
learn more about a larger whole:

The prairie does create mystics. When I was a kid in
Weyburn, a town of about five thousand, we always were
drawn out to the prairie on the edge of town, Saturdays
and after four. Winter and spring,.summer and fall, we
would wander out there, generally for murderous purposes,
drowning out gophers and shooting at jack-rabbits with

a .22. Very early you were In touch with the living whole.
You walked out onto the prairie, onto great areas of
still~untilled land, with the prairie wool stuff, and I
guess that makes mystics, people who, without belng aware

of it, in some strange way are in tune with wind and
grass and sky.l
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While the matural environment is a place for introspection and
self~identity inside a "living whole," the town reflects man's
desire to stand together as a social unit against the harsher aspects
of nature. Again Mitchell creates the enviromment out of his own
recollections, and has commented upon the unique quality of the
small town: |

There's a lovely little line, I think ift's in Saskatchewan,
of what a friend of mine once called "the brave little
towns." There's Steadfast, Saskatchewan, and Stalwart,
Saskatchewan, there's a whole line of them. Then there
are the regal aristocratic towns, there's a whole line

in Alberta: Princess, Duchess, Consort.2

Thie secondary characters who Inhabit the settfng, and comprise
thHe soclety of Mitchell's world, are drawn also from real life and
they, like his entire Bubble, are used to illuminate a more
transcending truth:

Always the writer asks life to help him . . . in the first
stages probably the life lumber he uses is tyranically and
exactly and literally autobiographical. I remember many
vears ago L went up Into the forest reserve gathering
cattle, and the foreman who rode along with us had the most
interesting speech mannerism. We were riding along and

he'd say, "That there, that's Roon Crik, say that's Roon
Crik. You want bear, go up Room Crik. That's where you

get Bear, up Roon Crik," and I suddenly realized all over
the world there must be people who've fallen into this
speech pattern . . . Quite a few years later I had a barber
in the "Jake and the Kid" drama series and the short stories,
and suddenly it popped up . . . God knows how many different
actual people you get this from to make up, so what you

can say In the end about a community and about people is
that every goddamn bit is the literal biographical truth,
and the whole thing's.a lie . . . The abstract or the
universal has to grow out of the particular, it has to be
done in a life manmer.3

o
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The novel Jake and the Kid introduces us to the milieu in which
the theme of identity firstlappears in Mitchell's writing, and‘
although it is perhaps a less developed’work than his later novels,
it is an important first step along the thematic pathway. Jake and
the Kid, the central characters in the novel, portray the two egtremes
in the human cycle: youth and old age. The effect of age on their
tdentities is central to the problems they encounter in the marrative,
and because their struggles for identity have a common factor, Jake »
and the Kid are linked together in a mutual quest for identity.
“Because the Kid is-young,'his self~fdentity is not fully developed.
Although he pdssesses-a sensual awareness of his surroundings he has
not learned to accept himself as part of a natufal cycle containing
many harsh realities of life. As the novel progresses, such aﬁareness
does grow within him however, and his ability to articulate parallels
between human and natural phenomenon, and his acceptance of life's
realities, indicates his maturity. The ﬁid's social identity is also
affected by his youth, and his confrontations with authority at:
home, in the schoolroom, and within the community, result from the desire
of others to fashion his identity according to their own desires.
Gradually, he aséerts his own identity aé he matures.

His. friend Jake is also faced with certain problems because of
lts age. Because he is oid, society often attempts to dictate
an fdentity which is in conflict with his own self—idéntity. He is,
for example, told that he Is too old to enlist in the army. Although

he has developed his own personality and self-identity, the Kid's
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mother also initially attempts to influence Jake's behaviour, and
because of her actions Jake and the Kid are sometimes linked together
as fellow conspirators asserting themselves in opposition to authority.
Jake's problem s therefore one of maintaining his self-identity, and
as he struggles to do so he manages to further define his social
Tdentity.

The relationship between Jake and the Kid itself undergoes
a gradual development in the novel, and is due primarily to the Kid's
maturation. At the beginning, the Kid idolizes Jake and assumes
that Jake knows everything about everything. The faith he has in
Jake's historical Inventions brings the Kid into conflict with his
teacher whose imagination is not as strong as Jake's:
All Miss Henchbaw knows came out of a book. Jake, he
really knows. Jake ought to; he's done everything there
is. He's fought all kinds of wars; the one with the boors
In it, the last war. It was Jake took care of Looie
Riel; Jake he made Chief Poundmaker give in at Cut Knife
crick. The history books don't speak so high of Jake,
Miss Henchbaw says; according to her, they don't mention
Jake at all. She keeps saying Looie Riel and Chief
Poundmaker were way before Jake's time. She believes
everything she reads. (p. 3)4
"The Kid's acceptance of Jake's rearrangement of history in
" accordance with his imaginative nature points out his lack of maturity
at the beginning of the novel. By the conclusion of the novel
however, the Kid will come to the realization'that, although‘Jake“s
stories indicate his identity as that of a man to whom life is
not a stale sequence of events to be recorded in dry books, the tales

Jake tells are not literally true. When this happens the Kid will have

learned a new awareness both of himself and of Jake.
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The novel itself is structured to include three seasonal cycles
in the lives of the characters living in and around Crocus. During
each period the Kid experiences new feelings of awareness, and
both his self-identity and his social identity grow. By encountering
1ifets realities, he begins to see his place within the natural cycle,
and the events and people he encounters gradually make him aware of
his place within the community as well.

In the preface to Who Has Seen the Wind Mitchell outlines
the Yrealities" of life which confront a young boy in his search for
© DMentity. Although the quest of Brian O%Comnnal for self-awareness
Dn the later novel is a more active search than that of the Kid in
Jake and the Kid, the preface: still serves to introduce an important
aspect of the world which the Kid must learn to know:

In this story T have tried to present sympathetically

the struggle of a boy to understand what still defeats
mature and learned men-~the ultimate meaning of the cycle
of 1life. To him are revealed In moments of fleeting
vision the realities of birth, hunger, satiety, eternity,
death. They are all moments when an inquiring heart
seeks finality, and the chain of darkness is broken.

In the opening chapter of Jake and the Kid,.the reality of birth
represented By the season of spring is revealed to the Kid, and the two -
extremes of birth and death are simultaneously presented. Although
It s spring, the Kid is concerned with the possible death of his éog,

and his inner emotional 'death" is in sharp contrast to the picture

of birth on the prairie:
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Outside was spring everywhere, with a warm chinook
whispering along our poplar windbreak stirring our Wlndmlll
to creaking. Out on the prairie a million frogs iIn their
slougﬁs~§et the soft night singing to beat anything.-
The whole darned Bald—-Readed prairle was alive with
spring, and T wished T was dead. (p. 3)3
Unable to accept the possibility of death for something he
loves, the Kid gradgally withdraws into himself and experiences
a feeling of alfenatfon from the school society of which he is a part.
. His: grief causes him to feel ifsolated from his classmatés: "They
didn't know what it was like to have their pup dead" (p. 11). At
school the Kid is surrounded By the reminder of an even larger scene
of death, for it is his task to present a speech iIn éid of the drive
for refugee children in Europe. Witﬁ'Jake's urging the Kid finally
" manages: ta speak In front ;f the assembly, and his observation of
tHe link Between all living things is the first step in his maturity.
By noting that "Caives and colts and chicks and pups, they're the same
as kids" (p. 13), he has begun to place his own identity within
the larger "living whole." His ability fo speak in front of members of
the community, and to recognize in the refugée children a loss at
least equal to his own, indicates the Kid's growing social identity.
However, at the conclusion of the episode when Jake convinces him
that the dog has not died, but merely run off, the Kid is denied an
acceptance of .death as a pattern which can affect his'own being.
Because of the happy ending; the acceptance of the reality of death

which is later to come to a character such as Brian O'Connal, is

denied the Kid. His comment that "You can't do anything about
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something that dies. You can't do anything about anything" (p. 12),
tndicates his lack of acceptance of the harshness of reality. Jake's
desire to protect his young friend thus results in the lessening of
reality, and an important awareness Is lost which would have helped
the Kid accept himself as part of the mortal cycle of life.

Tn. the summer, the Kid learns a new awareness of the prairie
from Jim Matthews, a farmer who is courting his Aunt Margaret.
‘Matthews is a man whose own identity is closely linked to the préirie;
s physical description is like that of a stalk of wheat:

Jim is‘vefygloose put together like he was joined with
Haywire. He's real tall, and the sun has yellowed his
hafr which is all the time flopping down over one eye.
Jim has a kind of rough face so that he doesn't remind
you of anyone else but him. (p. 17)

Matthews, the "Prairie Poet" (p. 27), is very much aware of
his own identity in harmony with nature, and is able to articulate
his thoughts about the prairie. With the Kid listening, Matthews
personifies the prairie as "a blonde--straw blonde--my blonde" (p. 12),
and carries his metaphor into the argument with his rival from
the city Whoﬁ he blames for having deflowered his mistress:

"And I've had about enough of listening to you bellyaching
about the prairie, Dyer. You don't know prairie. You're
like a lot of other folks that come to make a stake outta
the prairie and get out as fast as you can. It's people
like you give her a dry, cracked face with hot winds
rollin' tumbleweed over. She was one hell of a lot
different when my mother and father came out. She

was rich then, and she was pretty." (p. 26)

In the contrast between Matthews and Bob Dyer, the well-dressed

man from the city, the Kid is able to choose for himself which adult
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best reflects his own feelings of idemtity, énd prefers Matthews
who later becomes his uncle. Matthews Is a figure similar to Brian
' 0'Connalts Uncle Sean in Who Has Seen the Wind, a man at home on
the prairie and secure in his own identity. - From Matthews the Kid
develops a new awareness of his surroundings and shows a growing
desire to learn. His friend Jake is not as articulate as Jim Matthews
however, and when the Kid asks him a question after the episode, Jake
is unable to provide an answer. The reply he does furnish stems from
the same feelings as those exhibited by Matthews and shows the ability
he possesses of communicating with the Kid at his own level:

One thing kept bothering me after that night. I asked

Jake about it later. I%d been lying on my stomach, by

the new 1ily pond, watching the breeze wrinkle over the

top, and the minnows darting below, and I'd rolled over

onto my back to get a good look at the sky. There was

Jake above me, looking down. And that was when I asked

him. I asked him how much bluing she took to get the

prairie sky anyway. ‘

"There ain't enough to do her," Jake said. "All the

bluing on God's green earth won't do her." (p. 28)

Although the Kid has begun to develop a new awareness of his
jdentity on the prairie, the face it has shown him has been only
benevolent. In the winter he encounters another side to its mature,
and it becomes a dangerous foe éeeking his own death. As Christmas
approaches, the Kid continues to see the prairie in its guise of
friendliness, a playground for him and his new dog: "all lard-white . . .
stretching wide to where the sky started, soft grey the way it is in
winter" (p. 33). However, when he attempts to bring the kittens in from

the barn at night, the prairie shows its ominous characteristic, and

threatens death for the Kid lost in a snowstorm:
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My legs were sinking right up to my knees in snow and

R Headed inte her again. For all T kmew now I was walking
right thirough that black stinging Blizzard, out onto .

the Bald-headed prairie wlere Ma and Jake would find me
in the morning--maybe not until next spring when the snow
melted off. (p. 37) ‘

Again the realities of birth and death are presented simultaneously
as the Kid faces the possibility of his own death by rescuing the
newly<Born kittens. Although Jake once more dispels death by bringing
htm in from the storm, the Kid's stark description of the yard after
thHe blizéard indicates a growing awareness of the presence of death
In his world;

I could see right out the bedroom window Christmas morning;
Jake cleared the frost off for me to look out. T could
see our whole yard drifted with snow, the buildings

bare, huddling around the edge; the windmill black against
the sky. T could even see .the rack, bare naked after

the blizzard, wheels snow to the hubs. T wished I

was dead. (p. 39)

In the fourth chépter of the novel spring once again returns, and
the seasonal cycle is completed. During the preceding year the Kid's l
awareness of the natural environment has grown and he has come face to
face with some of life's realities. But his reaction in the fourth
chapter to Jake's courting activities suggests that he has yet to
learn that the same sexual drive which gives life to things such as
his kittens is at least equally as strong in humans. When Jake ‘responds
to the spring season by making signs of love towards Mrs. Clinkerby,
the Kid is unable to understand the basic human emotion he is witnessing
in Jake, and experiences loneliness and alienation similar to that

which was felt earlier in relation to the loss of his dog. Now however,

the Kid articulates his sense of isolation more clearly:
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There was me, and I was just a fly on a platter, the way
she is on the prairie when you have a real moonlit night;
wherever you go there's the Black rim of the prairie

round you, and some real far-off stars over the top, and
the wind in the grass like a million mad bees going all

at once and everywhere. Just a fly walking across a black,
flat plate. (p. 48)

When he rushes out of the house in tears thinking that his plot
has- fatled to expose the true nature of Mrs. Clinkerby's personality,
the wind becomes a symbol of all the emotional deaths he has felt,
and parallels his own mindless confusion:

But T out the Tiouse. The wind caught me full iIn the face,
drove the dust clear into the cornmers of my eyes; I could
taste her gritty Detween my teeth. The whole sky was
Blown untidy with torn, Black pieces of cloud, and the
night was real fierce with Breathing. The sound was coming
from a million miles away, and she was after every.living
thing. She was having your father over in England; she.
was Jake letting Mrs. Clinkerby talk about your baby like
that, and not HBaving any time to drowned out gophers;

she was awfull (p. 59)

It s the Kid's mother who helps him to accept the reality of
Jake's desire for womanly love in this chapter, and her explanation’
that "Jake just wants a little attention . . . and has fewer springs
to look forward to" (p. 51) helps him to understand that Jake has
an identity which he must learn to accept. Based on his mother's
observations of Jake's nature, the Kid's plan to expose Mrs. Clinkerby's
true identity succeeds, and the incident not only gives him a new
insight Into human nature, but also provides him with a new respect

for his mother and he is left 'wondering whether maybe she was as

smart as Jake'" (p. 16).
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The Kid's ability to draw parallels between man and natufe,
an. insight which helps him realize his own closeness to the environment,
surfaces again in the following chapter. He recognizes the closeness
of identity between an old man and his farm in the description of
"01d MacLachlin's Farm:"
I commenced to think bHow a farm can get old just the way
a human Being does, just like 0ld Mac with his grey hair
and his mustaches like a couple of grey old bundles
either side of his mouth. All Mac's buildings had got
grey, real grey. (p. 61)
The prairie's incursions against the old man's farm present yet
another reality of life to the Kid, and although it is spring on
the prairie the duality of its personality shows him again that birth
and death exist simultaneously:
She's sure awful what a prairie can do to a yard that
won't fight back; choke her with weeds; pile her with
dust; there is$n't any fence can stand up to a prairie
long. (pp. 61-62)
As the prairie threatens to overcome the untended farm of 0ld
Mac, the duality of human nature is also at work to surprise the unwary.
The greedy Sam Botten (a prototype of Bent Candy in Who Has Seen the
Wind) is planning to profit by the old man's injury. The Kid, who
until now has been protected from the evil inherent in society, is 7
presented with the malevolent side of human nature:
Nobody ever got the best of Sam. He's.oﬁe of the kind
doesn't go to the trouble of owning any land; he's got
two tractors and a couple of combines so he can seed
seven or eight sections a year. He does her on shares,
and he's got crops spread clear over Crocus district;
whenever anybody's hard up, Sam he's right :there to

put in a crop. The other fellow always gets the short
end of the deal. (p. 64)
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The Kid sees the similarity bétween Botten and nature's other
side, and describes him in terms of a heartless prairie animal:
Sam Botten was just like a coyote, tricky. Take the way
fie was all the time chewing, even when he didn't have
a chew of tobacco, like he never had enough to eat; and
the way he was all the time looking at a persom over his
shoulder.- (p. 74)
In witnessing how Jake helps Old Mac by thwarting the plans
of Sam Bottem, the Kid is presented with a scene evincing the power
of the good in human nature to overcome the evil, Like life on
the prairie, human nature presents both facets of its pgrsonality.
Jake's aétions also teach the Kid that men must stand together to -
resist the malevolence of both prairie and human being, and in
heiping 0ld Mac,Jake demonstrates the need for social identity.
In the fall the Kid meets another city-dweller, Mr. Godfrey,
who has come to Crocus both to visit Molly Gatemby and to collect
folklore: "I'm looking for liars" (p. 92) he tells Jake. Godfrey
is seen by the local residents as out of place in Crocus, for his
identity has beeﬁ shaped in.the city, and the Crocus society at firstr
does not accept him. But Godfrey finally shows that he too under—
stands the prairie although his thoughts are enunciated iﬁ a different
manner than customary for the people of Crocus. In many ways Godfrey
is a forerunner of school principal Digby in Who Has Seen the wind,
" and the Kid says ''He could have been a comnsolidated school principal"

(p. 91). As a man scientifically interested in life on the prairie,

Godfrey is able to explain the place of man in the natural environment:
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NTERs. ©s a Hard country,” . said Godfrey , "I don't have

to tell you that. There arew~drouth, Blizzards, loneliness.
A man s a pretty small tlifng out om all this prairie.

He is at the mercy of the elements. He's a.lot like-—-—

like a—-"

"Fly on a platter," I said. (p. 100)

The ability of the Kid to supply the missing simile for Godfrey
reflects his growing awareness of his place in the natural environment ,
and from Godfrey he learns that such awareness can be based on detached
reasoning as well as intuition. Furthermore, it is Godfrey who explains
the meaning behind the exaggerated stories such as those told to
the Kid by Jake:

"These men lie about the things that hurt them most.
Their yarns are about the winters and how cold they are
.in the summers and how dry they are. In this country you
. get the deepest snow, the worst dust storms, the biggest
hatlstones. . . .If a man can laugh at them he's won half -
the battle. When he exaggerates things he isn't lying
really; it's a defence, the defence of exaggeration.  He
can either do that or squeel." (pp. 100-101)

Godfrey's understanding of, and ability to enunciate, the character
of the men and women who form the Crocus society is yet another lesson
in the education the Kid receives from people he meets, and the effect
helps to stremgthen his growing awareness of his place in relation to
both the prairie and to society.

In the winter the Kid's awareness of others is seen to expand
even more. His schoolteacher, Miss Henchbaw, is in danger of losing
her job when the villainous school board chairman, Mr. Ricky, tries
to have her fired. Jake once again is brought in to help Miss Henchbaw,

but this time it is the Kid who recognizes that such aid is required.

The conflict which had been developing between the Kid's love for Jake,
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a“figure from whom the Kid has heen learning an Imaginative perception
of history, and the formal teachings of Miss Henchbaw and her books,
begins to subside as the Kid becomes aware of Miss Henchbaw's identity
as a human being.\ It is the Kid who first notices the teacher's g?ief
In the schoolroom and then convinces Jake to lend a hand in reécuing
her joh:

Her head came up. A hunk of her grey hair had come out

and it was hanging down by her ear. Her face was streaky.

Her eyes were just as red as the Santa Clauses sort of

marching along the top of the blackboard. (p. 81)

- The Kid describes Miss Henchbaw to Jake as "a lomely oid maid"

(p. 82) who had lost a lover in the same battle in which he had once
fought. When Jake is- thus made to realize the similarity between
himself and Miss Henchbaw (they are Both.lomnely and have "fewer springs |
to look forward to") his own outlook broadens. Because it is the Kid
who Brings the problem to the attention of Jake, he demonstrates a new
growth and maturity. He is no longer dependent upon Jake for all his
opinions, and his own identity is beginning to be felt in‘their
relationship. At the town meeting whiéh finally endorses Misé Henchbaw,
the Kid is seen in an active social role, and joins with the town in
ousting Mr. Ricky. Although he is still young, his presence is being
felt in the larger social relationship as well.

By the end of the seéond seasonal cycle in chapter seven, the Kid's
identity has begun to develop due to his increasing maturity. He has
realized that others have much to teach him in addition to Jake's
tutelage, and has accepted new ways of perceiving and articulating his

environment. In the relationship with Jake he has taken a step towards
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" partnership rather than idolization, and has demonstrated to the town
that he Is willing to join into their socifety. The following spring,*
when the Kid attempts to take yet another step along the road to
Identity which he has now initiated, it is his mother who stands in
his way, and until she too becomes aware of the Kid's growth, his
search for identity is thwarted.

When Jake takes the Kid to a spring auction he falls ‘in love
with a colt. In the young horse the Kid sees a symbol of freedom and
- nature to which he responds:

E never said to myself, I want him. Tt was quicker than
thinking, quick as a goplier down a Bole. I wanted him

so bad T hurt, the funny kind when you can't tell Where
you hurt but you sure know you do.

I could feel the spring chinook soft at my nose and hear
£t in my ears. It was whispering in the long grass at
the side of the pen! It had come clear across the pralrle
to me and my buckskin colt. (p. 107)

When Jake and the Kid begin to break the colt in June, the Kid
s slightly injured. His mother's ensuing interference based on her
concern for his safety becomes a ‘barrier to the Kid's sense of identity.
The horse represents a freedom which must be tamed, but the Kid's
freedom of identity is reaily the issue underlying the episode. Jake
attempts to make the mother see that there is a parallel between the
two events when they discuss the colt:

"That horse is wild," Ma said.
"He's doin' jist fine," Jake said. "The Kid and the
horse is doin' jist fine.

Ma's desire to have the Kid protected from harm is perhaps due

to her inability to letlgo of something which has so long been a part



25

of her own identity. While the Kid was younger, he was In fact

an extension of her identity, and as he Begins to develop and assert

kits own identity, that part of her identity~ﬁecomes lost to her.

The kid describes her first reaction to the Horse as being due to her

Jbackground as a schoolteacher, a label he has associated with needless

authority, and he fails to understand the deeper significance of

Ber fear:

T thought how upset Ma 'was when we brought him home from
tHe auctien sale in town. She wanted me to have a horse
all right, But not a colt that wasn't even broke. She
Bad in mind a nice gentle school pony, she said. "I want
Eim to get to school and Back in one piece, Jake." Ma
comes from down Fast; she's scared of horses. She used to
Be a scheolteacher. (p. 119)

Although the Kid wishes to "break" the colt, it is not freedom

and individuality which he desires to take away from it. He does not

want a “nfce gentle school pony." What he does want is that the horse

be his companion in a free-spirited ride. When he rides the pony he

B

feels in tune with nature and experiences a new excitement:

I could hear the saddle creaking and my own blood hammering
in my ears. The wind we made was at my mouth, filling

my cheeks and blowing them out. I sat back, and it was
just like waves washing and lifting me to the tune of his
gallop. . . .All around us was the bald-headed prairie with
the air soft and warm and the sky lifting up without

a cloud in sight. (pp. 126-127)

When the Kid's mother finally realizes the closeness of the

relationship between her son and the colt she sides with Jake and the

Kid to renege on the sale of the horse to Mr. Ricky. Just as the

relationship between Jake and the Kid has begun to change as the Kid

develops his own sense of identity, the kinship between mother and son

begins to take on a new dimension as she accepts the facts of his own'
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growth aﬁd desires.

In the summer a similar conflict between mother and son emerges,
and marks a more important stage in theifr relationship. Aé the
tenth chapter opens we see that the Kid has been maturing physically
as well as emotionally, evinced by the fact that the barber no longer
needs to increase his height in the chair: '"he doesn't put that board
across any more" (p. 132). When Jake and the Kid accept the challenge
of a horse race between the colt and Doc Toovey's horse, each does so
for his own reasons of identity, and in attempting to stop the réce Ma
again becomes a Barrier to identity. The race is really an-assertion
of maturity for the Kid, a test of his progressing manhood. Because
of the betting involved, Ma stops the first race; but the constant
prodding of Doc Toovey forces Jake to accept another race. Jake and
the Kid are then linked together as fellow conspirators as they try to
hide their actions from the authority of Ma. In her énger at the two
upon discovering their deceit she yells at Jake and the Kid as if they
were both small children:

"Jake!" That was Ma, with her face all red and her eyes

brighter than anything. Jake saw Ma and he swallowed and
kind of ducked. She grabbed me by the arm, hard. '"You've

AR

deliberately disobeyed:me, son. (p. 140)
As Jake has pointed out however, there are "two kinds of a sinner"
(p. 138), and when Ma hears that Doc Toovey has cheated in the race,
ﬁer own sense of mofality is insulted and she sides with Jake and her
son against Toovey, actually throwing the next challeﬁge at him
herself. By allying herself so firmly with Jake and the Kid, Ma enters

a new phase of identity with her son. ¥No longer is she the protector of
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an infant, but rather the pérent of a maturing son. The elation
The Kid feels while riding the final race thus reflects more than
mere triumph over the winning of the event, and becomes indicative
of a new sense of freedom and identity:
You should of felt Fever under me that second race! He
ran smooth, witlhi lifs silver mane flying and his neck laid
out. He ran like the wind over the edge of the prairie
coming to tell everybody tliey can't live forever--slick
as the wind through a field of wheat--slicker than peeled
saskatoons . . . He's the only horse can make my throat
plug up that way and my chest nearly burst. (p. 142)

It is important to note that the Kid again refers to the symbol
of mortality in the wiﬁd which "tells everybody they can't live
forever.! His earlier use of the term (p. 59) had come af a time of
despair and loneliness, and the message of death was frighténing.
Now,‘he Indicates that he has learned to‘accept something new about
mortality, and his reference to the symbol at a time of elation and
freedom shows he is less afraid of death's symbol. The Kid's growing
idenfity-protects him from such alienation and fear.

This same summer, the Kid is witness to an identity problem in
which he does not play an active role. But as narrator, he is able
to describe the situation, and his inclusion of the incident inrhis
narrative indicates an awareness of what is happening in the community.
In the chapter "The Princess and the Wild Ones," the identity problems
of the very young and the Indian are linked together. Moses Lefthand,
a Blackfoot Indian, has been asked by the Reception Committee to greet

the visiting Princess Elizabeth, dressed in what society feels is his

native garb of feathers. Lefthand however, no longer feels that
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such dress represents his true Identity, and refuses. His social
Identity as an Indian is in conflict with his own sense of Identity
wiich he considers to Be "Canadian:"
"We'll dress proper—~-like Canadian citizens. Kid's too
Big to go in a yo-kay-bo on his ma's Back anyways. I'm
npt paintin® myself. I'm not a spectacle. We don't wear
moccasins no more. So they bBetter get some Imdians for
that kindacstuff. Beads. Feathers. Porcupine quills.
Green paint. That kinda stuff . . . The Lefthands are
Canadian just like other people. One hundred per cent
altogetlier Canadfan. We quit. They better get real
Tndfans,®  (p. 161) ‘
Mitchell explores the identity problem of the Indian in much
. greater depth in his later novel, The Vanishing Point, but it is
Interesting to note that at this early stage he has already drawn
the parallel Between the Indian's search for identity and the similar
problem faced By the very young. While Moses Lefthand is attempting
to assert his own sense of identity in a social setting which prefers
to define it for him, his young son Lazarus is being similarly ignored
in the schoolroom. In choosing who is to greet the princess with
flowers, Miss Henchbaw has not considered the youngest members of the
class. Im pleéding his son's case, Moses is really making a plea for
his own identity:
"You know what that is?" Moses leaned over her desk.
"They got no rights, your little Grade Ones. Minors.
Just 1little minor group in your school, huh?" Miss
Henchbaw didn't say anything. "Poor little Grade Ones,"
Moses saild sad. "Can't give flowers. Can't take ar crack
at it. Poor little minor Grade Ones group.” (p. 169)
Finally, when young Lazarus is allowed to present his own flowers

in additien to the bouquet already given, they are a symbol of the

Identity both of the Indian and of the young:
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Theyxweren‘ﬁ big floppy asters- or golden glow or daﬁliaé‘ 
that won the flower show. They were buffalo Beans he'd
picked off of the prairie and Tndian paintBrush and
brown-eyed Susans. He had them tight in His fist. They
were wildflowers. (p. 171) :
Tﬁere is no true resolution of the idenﬁity problems faced by:
Moses and his son at the conclusion of tﬁe chaptgr, for eachlreﬁains
soméwhat apart from the societies In which they exist. Lazarus hés
presented his flowers in addition to those presented by white séciety,
drawing even more attention to his alfenation; and Moses remains
an Fndian fn a white world, trying desperafely to become white himself.
jﬂbwéver; the presentatfon of the flowers does indicate an assertion -
of individualityxwﬁich may evenﬁually-léad the Lefthands to find and
balance thefr conflicting social and self-identification.
The actieon of the novel's final.chapter takes place in the spring,
thus completing the“third seasonal cycle .in the narrative, and
providing an even larger cycle as the framework for the eﬁtire novel
- which had also begun in sp;ing. In fhis éhapter the Kid is givgn an
intellectual reason for.the intuitive respect ‘he has always had for
Jake, and because that lgssoﬁ is.initiéted by Miss Henchbaw, the conflict
between the Kid (and his ally Jake) and thg teaéher.is finélly,¥e;plved. :
When the fown decides to choose a "Goldeﬁ Jubilee Citizen" who
will be "the one person Crocus couldn't have dome without during the
last fifty years" (p. 176), Jake éttempts to explain to the'Kid that
the man chosen should not be exceptional, but rather’somé?ne who reflécts
the true identity of the town, a person who has been part of tﬁe society

rather than above it:
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"Way L see it—-when they tell you to pick your Golden
Jubilee Citizen, I figger they mean somebody a person
wouldn®t think of offfand. SomeBbody that's bin goin™
along, doin' his job so you-—well~-sort of like you was
Boldin' up a lantern an' there he fs——~Crocus Golden

Jubillee Citizen. Bin there all the time~~till your lantern
shone on him an' showed what he was really like." (p. 176)

Jake's observation shows that he understands the true nature of
the seemingly special identity to be highlighted in the award, which
is not really "special® at all But merely an example of an individual
with: a well-developed social ifdentity which makes him part of the
-whole. THe Kid decides that the award should be presented to Jake,
But His reasons are founded upon imagination Instead of reality:

} guess: it was along about March this spring, after I’
Deen chewing away at that essay, it suddenly dawned on me
who ought to Be Crocus Golden Jubilee Citizen. Like Jake
said, ot was like T held up a lantern and there he was

n the circle yellow light: the man that made Looie Riel
say-uncle three times--once iIn English, once in Cree and
the third in French; the man that built the country;

the man that invented hay wire; far as I was concerned
the man the country couldn't have got along without.

Jake Trumper--the Golden Jubilee Citizen and our hired
man. (p. 177)

After the Kid turns in his essay, Miss Henchbaw points out to
him that truth must supplant fiction: "Truth . . . is like a pure
spring welling from the ground" (p. 179). Although he has been forced
to face the fact that the tales which Jake tells are not true, the Kid
does not lose his faith in his friend and insists Jake is still "the

greatest livin' buman bein' I ever knew in my whole life" (p. 180).

Miss Henchbaw, moved by the Kid's outburst of emotion, admits that

Intuition can often be as valid a gulde to understanding as is
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reason: ''Then your choice is“as~valid as mine would be ... . There
are other crystal springs" (p. 180). In Her rewriting of the Kid's
essay she uncovers another side of her own identity, and she provides
a lesson to the Kid who sees his own respect for Jake articulated
in a new way:

"His genesis roves the world. He comes from Ontario,

Galicla, Poland, Bohemia, Ukraine; he comes from south

of the Beorder, from Ireland, Wales, Scotland, Denmark,

Norway, Sweden, Holland, Belgium. He wears flat-soled

bBoots, has chores In his blood, straw in his overall

Bib and binder twine in his heart . . . His name is

Jake Trumper." (p. 183)

Miss Henchbaw's revised essay echoes Jake's own thoughts as to
the way in which a choice for Jubilee Citizen should be made. Rather
than describing Jake's uniqueness, the teacher has depicted Jake as
a representative of all hired men, one part of a social whole. Jake's
own reaction to the knowledge that Miss Henchbaw has been responsible
for the articulation of his own thoughts is one of total surprise.

- Like the Kid, Jake has found that "book learning” and natural intuition
gained through a life on the prairie; can arrive at the same conclusion
by following separate paths. At the end of the novel he and the Kid
are linked together in a new awareness of truth, and Jake's reaction
clearly shows the amazement he feels upon the discover& that he is
never too old to learn:

Once before I saw Jake looking that way. It was the time

he knocked down nine grey Canada honkers in Tincher's

smooth~on barley field and Axel Petersen walked in on him.

That was two years ago, the fall Jake had forgot to get

his licence. Axel Petersen is game warden for Greater
Crocus District. (p. 184)
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Although. the novel Jake and the Kid is thematicélly focusséd:
around the growing identity of the Kid, it has already been stated
that thevre are also important aspects' of Jake's identity which are
presented in the novel, many of'wh;ch.have surfaced In the discussion.
of the Kid: In many ways Jake's problems correspond to those of
the young: as evinced in such. events as the attempt of the Kid's mother
to prevent Jake from chewing tobacco and gambling, exercising the
same authority as she uses over her son, and Miss Henchbaw's insistence
that- both Jake and the Kid refrain from rampant imaginings about
history. :Jake's old age prevents him from asserting his own identity,
and it is society which dictates that he is to be held back from such
things %s going to war. As the Kid notes, it is not a real phyéical
disability which the town recognizes, but rather a prejudicial,
unthinking attitude towards age itself which keeps Jake out.of
the war:

Jake isn't so fussy about Hitler, and Mussolini, and
Japs; it's too bad those fellows in Crocus figure Jake's
too old to fight. They're not right. Jake may look old;
his hair's grey all right, but that hasn't spoilt his aim
any. He's as good as he ever was. I never saw Jake miss
a gopher, or a crow, or a skunk yet; they're a way -
smaller than dick-taters. (p. 4)

Prevented from displaying both his social and self-identity in
the armed éexvices, Jake chooses to assert ﬁis identity right where
he is. The need to prove himself still capable as a useful individual
explains his constant battles tg protect others who are somehow
weakened. . He protects and rescues’ the Kid on’several‘éééasioﬁé;

outwits Mr. Ricky three times (twice to save the Kid's colt and once
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to protect Miss Henchbaw), guards 0ld Mac agatnst Sam Botten, and
feels the need to accept the'éh&llgnée and Beat Doc Toovey in the
~Borse race. Perhaps the greatest challenge of all, and one In which
Jake s almost defeated, occurs in the eleventh chapter emtitled
uTEB'Déy\JakeiMade Her Rain." Wheh Qld Man GatenBy insists that Jake
" cannet possibly cause rain to save the entire community from the
dxgught? Jake stubBornly talks himself into a position of no return
and ‘-must accept the challenge:
Wou ain® old nothin' cept a whoppin® jag a lies—
Sheetlightin' Trumper."
Jake's Adam's apple was going up and down like a bucket
in a well. '
YEf T 'wanted to rain," Be said, "why T could do her right
now. ¥ ’ .
¥Rlm.callin' you," 0ld Gate said. . . .
YEMIL rain," Jake said. (p. 147)

As Jake explains to the Kid, his fdentity is at stake in the
fssue, for unless he can make it rain the town will laugh at him and
Bbe convinced that they were right about his old age diminishing his
abilities: YKid, I guess there's worse things than havin' folks
laff at you, but I don't know what they are" (p. 149). By finally
using dry ice to seed the clouds, Jake produces rain, and in keeping
his secret from the town he establishes himself even higher in their
eyes than he had anticipated:

Up went the Reverend Cameron's longharms and he shouted,
"The Lord be praised!" '
01d Man Gatenby's mouth came shut like a gopher trap.

"The Lord nothin'!" he yelled. '"Sheet-lightnin® Trumper!"
(p. 156) .
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Jake's need to perform the impossiﬁle Because society has told
him that he is too old to be.useful, is similar to the urge Daddy |
- Sterty feels in THe XKite to swing from a trapeze.iﬁ exultatfon of
JHis own identity. O0ld age Is a factor not in the development of
-~ Mdentity, But in the haiﬁtenance of an fdentity which others'chooée
ta ignore. Because of his old age Jake must, and seemingly does,
perform‘the impossible.just te be recognized as an individuél still
full of life.
To summarize the theme of identity as it appears in Jake and
the Kid, it can be said that Mitchell hés presented a number of problems
which he develops mofe fully in the works which follow. The prohlems
: of youth and old age, linked together because of conflict with
~$ociety§s perspective, are central to the novel. Jake is a similar
character to Daddy Sherry in The Kite, and Mrs. MacMurray in Who Has
~Been the Wind, all of whom must Battle the clock in ordér to maintain
their identities. The Kid presents the problem of youth caught
between society's authority which attempts to create its own conception
of identity, and the lure of nature's call to individuality and freedom.
Later  characters such as Brian O'Connal in Who Has Seen the Wind,
Keith Maclean and the young Davie Lang in The Kite, and the young .
Carlyle Sinclair in The Vanishing Point, all are subject to similar
problems of identity and embark upon the same quest for self-awareness
as does the Kid. In addition to introducing the problems of identity
for the young and old, Jake and the Kid also refers to other problems

which appear In later novels. Outsiders such as Miss Thompson and
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Dighy in Who Has Seen the Wind who enter the community and must
~struggle tqo be understood, are represented tn Jake and the Kid by
4@?. Godffey; YtHe liar Funter" who understands the town but initiélly
fails tp receive much understanding in return; Problems of physical
'alienatimn and fdentity due to race are also introduced in the novel,
and mention is made of Wing, the Chinese Cafe owner who reappears as
~Wong in Fho Has Seen the Wind, and Moses Lefthand, whose identity as
an Fndfan ig a central proBlem in The Vanishing Point. These and other
less central characters make their first appearance in Jake and the
"KL only to be more fully developed in later novels. The setting and
the characters thus combine to produce the illusory bubble which
‘Mitchell continues to expand upon as his own identity as an artist-
magician develops, and although Jake and the Kid may often appea? to
contain "a large measure of sentimentality3"6 as Margaret Laurence has
given as her reason for labelling it a 'Canadian Classic . . . for
phildren,"7 the novel reveals more important dimensions when viewed as
the start of_a thematic pathway which becomes a'deeper and more
significant artistic statement as it moves along.

The role of nature in relation to identity becomes increasingly
important in later novels, and Jake and the Kid serves to introduce
many of the techniques Mitchell uses to maintain a constant link between
man and nature. It has already been moted that such characters as
the Kid's uncle, and 0ld Mac, have been metaphorically described as
possessing physical features identifying them wi;h nature. Otﬁer

examples- of similes which serve as reminders of the parallel between
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the Patterns. of nature and man are; Molly's eyes that "put you' in
mind of those violets that are tangles up in prairie grass" (p. 2.),
the “long, thin horse face' of the auctioneer (p. 106): Jake jdmping
Wlike a jacksrabbit" (p. 110), Doc Toovey's eyes Whi'ch Yput you in
Mmind of oat seedsh "(]3, 133), and the Indi‘,an's-‘ hair "putting you in
"mind of those chrysanthemums! (p. -158) .' While the physical links
~between man and nature‘ are a constant reminder of the "living whole,"
Mitchell also introduces tBe symbol of the wind to coincide with
Buman emotion and spiritual identity. Although the wind is used in
thig .-manne.r most effectively in the novel Who Has Seen the P/"z?nd.,' it is
important to note that in Jake and the Kid the wind makes its first
appearance as an "emotional' element of nature Whi‘-ch is used to
xeflect the emotion of the central charactér and thus more firmly
estahlish the link with the natural cycle. For example, when the Kid
Ig experlencing happiness and is in harmony with himself, the wind is
ugsed to signify his mood: "a warm chinook'" (p. 3), "a long soft
sound" (p. 34), "just like soda pop" (p. 93), "a spring chinook"‘
(p. 107), and "a breeze' that lifts up tufts of hair and "breathes
them along" (p. 173); but the wind can become "choking cold" (i). 35) ox
"real fierce across the prairie" (p. 51) when he is feeling alienated
or uncertain of himself. In his preface to Who Has Seen the Wind,
‘Mitchell suggests that '"Many interpreters of the Bible belie;fe the wind
to be symbolic of Godhood,"8 and in Jake and the Kid it can be seen
that the author has already begun to recognize the wind as an aspect

of spiritual identity.
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CHAPTER, THREE

WHO HAS SEEN THE WIND

The novel Jake and the Xid introduced the two basic iﬁg?edients
of Mitchell's illusory world: the prairie and the town. In Who Has
~Seen the Wind these two enviromments, the natural and the social,
take on a deeper and more.significaﬁt‘méaning in relafion to the théme
of ITdentity which is developed ground the central character, young
Brian Q'Connal. Brian's growing éwareness of his own identity is
exﬁiﬁitedrﬁy his expanding conscipusness of the natural world.
Througlt nature, he begins to see a universal pattern of which he is
a part, and it is this gradual knowledge of his own point in time and
~gpace within é universal and spiritual universe that defines his growing
self:identityn However, Brian also must learn that, just as the
natural world, represented by the prairie, is a setting which fosters
Individuality and growth, it is also an environment which can become
hestile, and can also easily accommodate alienation and death. For
this reason the iIndividual must become part of a stronger group, and
thus must develop a position within the social community. In so doing,
lie soon realizes that, the community also possesses a dual nature, and
often seeks to destroy individuality by totally absorbing self—identity
into.social identity. The constant conflict and balance between the
two settings—-the prairie which allows individuality ye£ can turn

the individual so totally into himself that he becomes insane, and the
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community that offers physical and mental solace but ipduces'éuffocation
of gelf-identity--are used to activate the theme of identity. While
attention is focussed tﬁr@ugﬁeﬁt tﬁe‘hovél'on the ceuntral character,
the Qi&ota} éroﬁlem is often eniinciated through secendary characters,
and a}tﬁpugh.quf.attentipn is- ever upon the gro%th of Brian O%Comnnal,
tHefidentity«proBlems facedfﬁy‘qtﬁer:figures are essential in
cqmgrehending the overall development of theme.
The novel itself is divided Into four parts. In each section we

. encqunter Brian at a different stage Im his continuingrphysical and
mental maturity, ét intervals of approximately two years. In Part
One he fs four years old and virtually;unaware of the "realities"
whiifch life is to present. At the beginning he possesses ﬁo real
Identity other than that which his physical presence as a member of
a family group gives him,'and in the opening scene he is alienated
from even this role and is "imagining himself an ant deep in a dark
cave" (p. 4)71 The cause of Brian's feelings of isolation and
alienatioﬁ is the attention being diverted away from him towards his
younger brother, who is ill. Because his onlj identity as the focus
of attention and affection of the family has been taken away from him
for the moment, he invents his own new identity as aﬁ ant. Along
with his new identity, and just as unreal, comes an imagined hatred
for the family which has‘ignored him:

He hated his mother and his father and his grandmother

for spending so much time with the Baby, for making it

a blanket tent and nome for him. 'Not that he cared; he

needed no one to play with him now that he was an ant.
He was a smart ant. (p. &)
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The realities of 1life are at this point merely Benign imaginings
of whicli he has no true understanding. Death has no real meaning, and
so le is able to wishi it upon his grandmother without a qualm:

He would get Jake Harris, the town policeman,rafter hef,
He préd‘JéEe.Would bring his policeman's knife and chop
Her Into lfttle pieces and cut her Head off, for making
him go outsidde to play. (. 5)

: Similarly\tﬁe.wind; symbolic of spirituality in the novéi,
although described as "delicately active about his ears and nostrils"
®. 5); goes seemingly unnoticed By~Brian; a further indication of
his oBliviousness to another kind of reality, that of tﬁe spiritual
unﬁverge;' In sharp contrést to the lack of effect the wind has on
Brian; symbolic ofzﬁis~inexperience; is the description of the mark
it has 1§ft on school principal Dighy whom Brian encounters on his
way to the church: "Hi's skin had the weathered look of split rock f
that has lain long under sun and wind" (p. 7). Such an outer
Vyeathering" fs an indication of a similar internal maturity, and
sqggeSCS»fhat Dighy Is a man of experience.

While the true sign of spiritual presence goes unnoticed around
him, Brian again allows his youthful imagination to lead him away
from tealityu' Forbsie has told him that "God lives right in town"
and is "“all grapes .and bloody!" (p. 7), and Brian therefore decides
to visit him. When he finds that "God isn't anywhere around" (p. 9),
. Iiis observation becomes ironic, for on his way he has passed
a Ydust<devil"™ of wind (p. 85; and at the church ftself a "fervent
whirlwind' passes By (p. 8). Although these signs of spirituality,

which once tliey- are understood will lead towards his sense of
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self-identity, are now revolving about Brian without his consideration,
he does for the first time experience an awareness of the prairie;
He looKed up to find thiat the street had stopped.
Aliead lay the Sudden'emptiness of the prairie. TFor the
first time in his four years of life he was alone on
the prairie.
He had seen it often, from the veranda of his uncle's
farmhouse, or at the end of a long street, but till now
he had never heard it. ThHe Hum of telephone wires along
the road, the ring of hidden crickets, the stitching
sound of grasshoppers, the sudden relief of a meadowlark's
song, were deliciously strange to him. (pp. 10-11)

The new awareness Brian is developing marks an Important point
in his quest for identity, as he Is now beginning to pay closer
attention to the physical messages that his senses are receiving.
Once he is able not only to receive such information, but also to
question its meaning, he will have made an important leap towards
self-realization. For the preéent, however, he has only reached
the stage of acceptance as described in his first encounter with the
young Ben who appears before him: "Brian was not startled; he simply'
accepted the boy's presence out here as he had accepted that of the
gopher and the hawk.and the dragonfly" (p. 11). His first true
insight comes to him once the young Ben leaves, and in a moment of
clarity he thinks that "God . . . must be like the boy's prairie’

(p. 12). The simile, however, is spontaneous and unsustained, and he
" has not truly understood its meaning. Although that night he again
thinks of the young Ben and the prairie and feels "a stirring of
excitement within himself" (p. 21), soon after he again reverts to

childish imagination and envisions God as a "man standing . . . about

as high as a person *s knee" (p. 32).
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Brian's invention of "R. W. God" stems again from his feeling
of allenation from his family and his-lopéliness while his friend
Forbsie is 11l. When his father suBstitutes the puppy for Brian's
fabrication, and then must take it away to placate the grandméther,
Brian is for the first time intfodﬁced to the realities of Birth and
death. The Baby pigeons at Forbsie's cause Him to Begin quesfioning
YHow d2d they get in there?" (p. 52) to which his father explains
the process of birth. Then when lhie attempts to bring home a baby
pigeon and accidentally kills it, he asks "Why does it happen to
things?"” (p. 57). His questioning about the cycle of life begins his
journey towards self-awareness, and by the end of Part One he has
ﬁegun to experience the burgeoning "feeling" which represents his
quest Into the unknown:

The Boy was aware that the yard was not still. Every grass
blade and leaf and flower seemed to be breathing, or
perhaps,whispering-~sometliing to him--something for him.
The puppy's ear was inside out. Within himself, Brian

felt a soft explosion of feeling. It was one of completion
and culmination. (p. 59) :

The author's technique of juxtaposing the identity problem of
another character, Reverend John Hislop, with that of Brian, further
develops the theme of identity in the first section. While Brian is
"beginning his quest towards identity, Hislop is losing a battle for
his place in the community. The cycle of birth and death is thus
repeated in the waxing and waning of two identities. Close attention
is drawn to this connection By Mitchell's mixing of incidents involving

each character in the final two chapters of the section. The sixth

chapter opens with Hislop reading a letter from the Ladies" Auxiliary,
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headed by Mrs. Abercrombie, protesting his earlier combined church.
service., While Hislop is Beginning to come into conflict With~that
side of the‘community~seekiné to force him into submission and
sacrifice lils self-identity in favour of a conforming social identity,
the scene is shifted to Brian who is walking towards his friend's
house with.tﬁe puppy he must give up to please his grandmother.

The two characters are thus linked in a pattern of loss as society
imposes its authority- upon them. At the end of this sceme, Brian
first cries in the coal room and then is left in a state of lonely
submission to a force he cannot control: :"When he was through, ﬁe
went up‘fo Bed"™ (p. 51). His emotion is parallel to that of Hislop
who Is left in the following short scené in the same attitude of
hopeless retirement to his bBedroom after learning that the church
elders would not support him: '"Rather dazedly Mr. Hislop bade his ,
elders goodnight" (p. 51). Both characters have come into conflict
with an authority which denies theﬁ‘individuality, and both have
looked to their "elders" for support. Brian's father fails to support
him in the conflict with his grandmother, just as Hislop's church
elders refuse to heip him against Mrs. Abefcrombie.

In the next scene, Brian's isolation and loneliness continue to
grow, and his mother does not allow him to play with hié baby
brother while the rain keeps him indoors. His feeling of alienation
deepens and the description of him at the end of the sixth chapter
is identical with that of Hislop, for Brian "went Back to the dining

room window and looked out at the rain again" (p. 54), while Hislop
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and Digby "stood silently side By side looking out at the rain”
(p. 55). '

THE[juxtapositipn'of;evénts‘continuesiinto the concluding
chiapter of Part One;'and to thHe scene of frustration and despair is
added the picture of Brian's Uncle SEa@; who is fighting a Battle
With,the-elements; As nature, in the form of a too late rain, lets
him down, he vents his own frustration against the farmers who
refused to listen tq’ﬁis~pleaé-for'ﬁetﬁodical farming: "Goddam
them! Hhe cried" (p. 56). Atgentién is then briefly foéussgd upon
Hislop sitting in‘ﬁis'study~with his létter of resignation in his
hand, and then immediately to Brian‘holding the dead pigeon in his
own hand.  The three scenes of death so closely coinciding in this.
manner, carefully construct the conflict in the novel between social
and self-identity. TUncle Sean, an iIndividual living on the prairie,
: requires: the help of other farmers in order to complete his plans
for farming methods which will allow physical survival. But when he
reaches out for help, he is ignored. Similarly, Hiélop needs
a congregation to sustain his role as minister. VHe finds though,
that the community will only accept him if he denies his own identity
and becomes subservient to authority.: And Brian, whose only social
identity is defined by his family, is swallowed into that group
and sﬁbject to their direction. When he is made ﬁo feel alienated
from even this position, he has no self-identity to turn to; and
thus experiences loneliness and isolation. 1In all three settings:

the prairie, the town, and tlie family, the individual is seen to
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face conflict caused by the duality inherent in each enviromment.

On the prairie, individuality is often attained By one who
Benbmes-fu}ly~a ﬁart of the environment, and thus allows His identity
to be defiped by the prairie ftself. TIn-his own way, the young Ben
is- therefore as totally swalleowed into his environment as is Brian
Hithin the.famiiy; or as~Hisiop'Would Be if he allowed the community
its way. By allowing the setting to determine identity, the
Individual denies his own self-identity. The two characters who do
not appear in Part One to Be Imcorporated into the overall identity
of the setting are Uncle Sean and Principal Digby. Sean, whilé
liwing on the prairie, does not allow himself to become a part of
something which will define his identity. Instead, he assefts
himself by~éttempting to control the enviromment with his farming
techniques. He therefore s defining himself both.as a part of the
prairie, yet separate from it as an individual. Additionally, he
is aware that he needs the help of others to establish and nurture
his own identity. He thus realizes that both his éelf—identity and
soctal identity must function in order for him to survive in his
environment.

Dighy, whose environment is the community, does mot allow the
town either to force him out (as it does Hislop), or to define his
identity. As he explains to Hislop, the individual must find the
strength to stand against the environment:

"The trouble with you," said Digby, "is that you're too

thin-skinned. You're tender. - That's no good if you're
a minister—~or a schoolteachier. You've got to be tough—-
good and tough. I™m tough. You're not." (p. 54)
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Both Digby and Uncle Sean emérge in Part One as characters in
conflict with settings which. pull the individual from opposite
difrections., The prairie upon which Sean lives is a force tending
to turn the individual within himself and thus overbalance his
Identity in favour~df a selfhood that, as in the case of the young
BEn;~makes contact with other Human Beings difficult. Digby‘s
town exerts a similar pressure, but one Which desires the denial-
of self in favour of society. Both environments will have their
effect on the growth of Brian 0‘Connai; and his ability to develop
a Balance Between social and self—identity‘will‘depend upon his own
growing awareness of Botl environments and tleir corresponding
effects upon his identity.

In Part Two of the movel, Brian s six years old and ready to
begin school. He now- appears eager to learn, and decides that "He
would find out all about things' (p. 65). To h:;‘.s family however,
he Is still thle nicknamed "Spalpeen" (scamp) and is to Be protected
from Harm. "He's so &oung" (p. 66) his mother says as he goes to
school for the first time.

Brian's first real contact with the social world comes when
he enters the Lord Roberts School, and he immediately finds himself
in conflict with authority. His teacher, Miss MacDonald, must
enforce rules which Brian does not understand. As he wanders out
of his desk, she orders him to sit down, hut Brian has never
experienced authority outside the Home and disobeys: "She wasﬁ”t

Nis mother; he wasn't Hurting anything; ke wasn't doing anything
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wrong" (p. 69). What Brian fails to comprehend is that “wrong"
to society is often synonymous with "different," and his simple
misdemeanor soon Becomes a more serious offence to authority when,
in his confusion, he shoots his teacher with a water pistol. Brian's
bBreaking of social rules results in His Being sent to higher
authority, and hHe must appear Before Digby, the school principal.
Dighy, hHowever, is a man who himself refuses to relinquish his entire
identity to the social order, and altlough he is the representative
of authority within the school, his own sense of the’ power it wields
against the individual causes him to recognize in his words the
deeper significance of their meaning. When he begins by saying to
Brian "We're only trying tow~to--'" (p. 71), he cammot help thinking
to himself:

What were they trying to do? He'd talked it over enough

with Hislop when he'd Been here. Each year a new crop.

Teach them to line up six times a day, regulate their

lives with Bells,.trim off the uncomfortable habits,

the unsocial ones—~or was it simply the ones that

interfered with . . . 7" (p. 71)

Still attempting to redch Brian with the stale questions he

has been forced to use for so long, he ends up inwardly replying
to his own queries:

"You want to get along with people. You want to grow up

tobe . . . " An individual whose every emotion, wish,

action, was the resultant of two forces: what he felt

and truly wanted, what he thought he should feel and

ought to want. Give him the faiths that belonged to

all other men. (p. 71)

Because Dighy has witnessed the viciousnessthat unthinking

authority can exert upon individuals such as his friend Hislop, he
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is unable to Believe in.the COrfectneSS'bf‘authority for its own
" sake. He finally- turns from' attempting to reach Brian in this
manner, and instead proBes' for somethihg which the Boy will Be
able to comprefiend;
What would the Boy understand?
"Have you a dog, Brian?" .
There was-a flicRer of tHe Boy's eyes. . That was it.
"He does’ what you tell Rim. You expect him to do what
you want him to. A dog isn® much good if he won't
. .do what He's told." (p. 71)

Once Brian has left His office, Dighy is still concerned about
wWhat he has had to tell Brian, for in Bis explanation there still
remains the problem of submission to authority. Brian's visit
causes him-te think aBout his "perennial problem" (p. 73) with the
young Ben, tlhe Boy who refuses to let any part of himself be
controlled By-authbrityx Young Ben's assertion of self-identity
is so strong that Dighy "had wondered often if the Young Ben were
a child" (p. 73). As he thinks about the boy, he also reflects upon
the boy's father, whose position of alienation to the town is
parallel to his son's in the schoolroom:

The feeling of helplessness flooded over him as he
thought of the Ben, the boy's father; the drunken,
irresponsible and utterly mindless Ben, always at odds
with some rule, law, or convention; shooting prairie
chicken out of season or without a license, running his
still, completely unaware of the demands of family or
community. (p. 73)

The Bens represent the extreme to which Dighby's own thoughts
about the need to question one's social identity can be carried.

While he is aware that total submission is to Be questioned, he also

knows that the kind of total refusal of the Bens to form any sort



49.

of societal‘entity-is equally- questionable.’

The growing attraction Brian feels for tlie Young Ben symbolizes
the development of'his~self—awatenésé; for the Young Ben is part of
the prairie. This “strange attraction" (p. 85) is described as -
"the wild and natural candor of one prairie creature looking at
anotﬁer”'Cp. 86). Therfirst Yempirical evidence" of this ﬁextrasensory
‘Brothership" (p. 86) comes when Brian again confronts the;authority
of Miss MacDonald. The two extremes of identity represented by
Young Ben and the teacher are drawn into conflict over Brian when
the Young Ben threatens~Miss’MacDonald with a knife (p. 86). Brian,
however, is»unawafe.of the significance of the event, for he is too
worried about the teacher's comment that '"The Lord punishes little
Boys who don't wash fheir hands and then say that they did" (p. 89).
Up until this time,kBrian’s conception of God had been based on his -
own innocence, and his‘tﬁoughts had Been of a benevolent and
friendly compantori. Now, however, he becomes afraid of the vengeful
feing described by his teacher, and he feelé alienated from God.

The wind, which earlier had corresponded to his feelings of

harmony with God, now changes to parallel the ﬁew emotion:
He listened to the rising wind that night as he lay in
bed with Bobbie. The brass weather stripping on the doors
of the house vibrated mourrnfully through the darkness
again and again. Brian lay wide~eyed, filled with awful
guilt, and—-much worse than that--with the fear of
promised punishment. (p. 92)

Experiencing alienation in Both his spiritual and social

identities, Brian has only nature and his family te turn to. Both
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join forces to quell his disturbed sense of isolation:

He had slept with his mother the next night, and she had
told him again that God was a kindly being uninterested
in frightening little boys; but it was not until he had
looked from the breaRfast room window to a yard covered
with freshly fallen snow, and to rimed trees and hedges
twinkling in the sunlight, that the frightening conception
of an avenging God had been replaced by a friendlier
image Borrowing its: physical features from Santa Claus,
its spiritual gentleness from his father. (p. 96)

Brian's winter experience with the harshness of society and
its image of a vengeful God cause an awakeﬁing within him the
following spring. His childhood innocence partially erased by his
encounter with society, he is able to Begin the development of
a true spiritual identity in tune with nature. The "turning point
in Brian O'Connal's spiritual life!" (p. 104), is the Sunday morning
he looks carefully at the spirea leaf:

As he bent more closely over one, he saw the veins of
the leaf magnified under the perfect crystal curve of
the drop. The Barest breath of a wind stirred at his
face, and its caress was part of the strange
enchantment too. o

Within him something was opening, releasing shyly as
the petals of a flower open, with such gradualness
.that he was hardly aware of it. But it was happening:
an alchemy imperceptible as the morning wind, a growing
elation of such fleeting delicacy that he dared not turn
his mind to it for fear that he might spoil it, that

it might be carried away as lightly as one strand of
spider web on a sigh of wind. (pp. 104-105)

Having expected the social setting a£ school to be the place
where he 'would find out all about things" (p. 65), but iﬁstead
experiencing alienation from society's authority, he turns inward
seeking his self-identity in relation to a more universal presence.
This intuitive "feeling'" of excitement and harmony returns to Brian

several times in Part Two of the novel, and although he believes
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that "unrelated things" (p. 120). cause its appearance, in fact he is
in each case experiencing incidents involving the cycle of life
within which his. .own identity is developing. The wind no longer
goes unnoticed by Brian, and is now something to which he responds:
"The wind could do this to him, when it washed through poplar leaves,
when it set telephone wires humming and twanging down an empty
prairie road . . . " (p. 120). The feeling again returns when Brian .
witnesses the death of the gopher on the prairie, and takes on
"a new, frightening quality” (p. 125) as he recognizes that nature
has within fts cycle the power to destroy as well as nurture:
Prairie's awful, thought Brian, and in his mind there
loomed vaguely fearful images of a still and brooding
spirit, a quiescent power unsmiling from everlasting to
everlasting to which the coming and passing of the prairie's
creatures was But iIncidental. (p. 126)
By the time he is eight years old, Brian has begun to search
actively for the meaning inherent in his experifences. '"The
feeling' is the result of intuition, to which he is attempting to
bring reason in order to understand its significance. In his refusal
to enlist the help of his family and friends in his quest, Brian
is recognizing that there is something within him, his self-identity,
which is linked to his new awareness, and that society must be
distanced from this part of himself:
All summer, with a perserverance uncommon in a child of
eight, he had set about a secret search for the significance
of what he now called "the feeling." He often wondered
if others—-his father, his motlher, his grandmother,
Bobbie, Fat, or Art—-suspected. Somehow, he felt,
the thing would Be spoiled If lie were to let anyone

know aBout it; he hoped with all his heart that this
would not’happen. (p. 166)
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Although Brian has Begun to sense his own part in the univexse,
and Has realized that birth and deathare linked together in the
cycle that also contains his own Beihg; thie harmony he feels Is
soon Broken. His underStanding of .tRe natural order is‘sﬁakehfuhen
Tie Seesia tWOmBeaded;calf; a signwtﬁaf deviance exists within the
cycle he thHought so berfect: The two-headed calfi &s empirical
evidence that living things~can‘ﬁe but of synchronizatiog with
the natural as well as the social order. He thinks fhat "t fsn't
rightY (p. 174), and His-feeliné s disrupted:

Why< ddd thetre. Rave to be a two-headed calf? Now he was
farther away from it than ever. He'd never knmow.
There®™ Be no use in even trying to £ind out. (p. 175)

While tﬁe.reality\of'Bixthjﬁas-someﬁow~Béen twisted in the cycle
Brian has Begun to recognize;'ﬁe s also made aware of a new aspect
of death. Previou31y; death. Hiad come to him at a distance so that
he could maintain an objective attitude. Now however, he‘exfgriences
2t more closely, and its menacing quality is shocking. After his
dog is run over by a wagon, Brian experiences a new sense of physical
and spiriﬁual loss, and the reality of death confuses him:

Somewhere within Brian something was gone; ever since
the accident it had been leaving him as the sand of an
hourglass threads away grain by tiny grain. Now there -
was an emptiness that wasn't to be believed. (p. 178)

By the end of Part Two, with Brian eight years old, a new level
of awareness has been reached. Hé has begun to search actively fof
his self~identity as part of a spirftual and natural cycle. However,

his conception of that cycle as a perfect and harmonious universe,

Bas changed. The knowledge that death can seemingly erase life,
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and that birth does not necessarily produce perfection, results in
confusion as to his own placelwithin such a universe.

Whiie Brian's~attentionfﬁas~5eéh'centered upon deviance and
death. in the natural world, similar events»havg Beeﬁ occurring in
the social order;_ The old Ben, Wﬁb“éttemﬁts to ghow~some outward
sign of secial iden;ity; and thus séems to accept a role in the
cﬁurcE; proves By his later actions thiat he really "had<not changed"
(b; 1451; Like tﬁeftwo~ﬁeaded'éalf; the Ben is a deviant .from an
otherwise orderly system, and tﬁeréforé.cénnot long exist within
the séciai environment. Just as the two-headed calf must die,
having only momentarily existed so out of place, the Ben is soon cast
out of his artifical social role when his exploding still evinces
his deviant state.

The case of Wong, the Chinese cafe owner, is similar to the Ben's
in his lack of social - -identity, for he has developed his owm self-
fdentity instead; and after the death of his wife “turned to 7
Stoicism that told him the world was upsetting and could take from
him" (p. 139). Wong's physical differences have in no small part
aided in his feeling of alienation from the community, and the
response- such differences elicit from society is evinced in the way
in which Mrs; Abercrombie causes the Birthday party for the. Wong
children to turn into a display of ostracism. The Wongs are, in
effect, two-headed calves In a world which does not allow deviance.
The town will no more accept their physical deviance than it will

the psychological variation of the Ben.
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Like Wong, Doctor Peter Svarich is an immigrant, but his
physical appearance does not so hoticeably: reveal his:forgign erigins.
YAshiamed of his foreign Bittﬁ?“(b; 132) .he chooéés‘to hide his
Ukrainfan ancestry in order’ to establish a social identity within
the town. However,-his attempt té mask His self-identity  causes him
to’ Become "Brittle . ; . uinable to' adapt' (p. 141) an& in his
endeavour to change His~true.identity\ﬁe.loées much of himself.

On the other Fand Digby, whose iﬁcreasing Introspection and
feeling of alienation might have caused a certain Withdrawai from
society; has Been Brought Back to the world By the arrival of Miss
Thompson, the new schoolteacher. "DigBy~had changed" (p. 144), and
his physical appearance which might have alfenated him furﬁhef if
allowed to Become opposed to-conventioﬁ; imprdves with new clothes.
The importance of appearance to the community is refleéted in the
sermon delivered by the new minister, Mr. quelly: "Community
Cleanliness Next to Community Godliness" (p. 145). Digby does,
however, continue to define his intellectual social identity in
opposition to that desired by Mrs. Abercrombie, the fegl social 7
leader. ‘In combining with Miss Thompson to support the Wong children
when the town refuses to allocate funds, he is emphasising that
a social order must exist in order to provide such help torindividuals
iﬂ need, but refuses to accept the opinion of Mrs. Abercrombie that :
help be limited only to those whom she defines as a part of the

community.
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The problems of social identity just described exist in the
older segment of the community: of which Brian fs yet toe young to
Become fully a part. In the échopl;.really a microcosmic reflection
of the same social order, he has attempted to fit into a social
Dentity, and bPecause It is not .really one which Is based on his own

- gelf-awareness, but rather on survival under authority, his attempt
(1ike that of the Ben) is too artificial to last long. By suppressing
his individuality, Brian had souglit to ease the conflict in school,
But the description of His actions indicates that the truce Is to
Be. temporary, and his growing self~identity will eventuaily~cause
tHe conflict to arise anew:

In his first few months of school, things had gomne well
enough for Brian; actually, like all children after the
first Blush of individuality at three, he was malleable
and would remain so until perhaps the age of eight,

when Re would again try to impress his personality upon
the world he had come to dissociate from himself. So it
was .that ‘Be learned easily to put up his hand when he
wanted to leave thHe room . . . He learned to stand up
when he answered Miss MacDonald, to line up with the boys
at noon, at recesses, and after four. (p. 86)

In contrast to Brian's attempt at artificial harmony, the Young
Ben makes no such effort to submit to authority, and refuses even
to participate with the other members of his group:

The Young Ben played no games with the other children; he
did not bother with agates in marble season, and would
take no part in organized team games . . . School was

an intolerable incarceration for him, made bearable

only By flights of freedom which totalled up to almost
the same number as did the days he attended. (p. 144)

' The. Young Ben emerges as an individual with no social Rdentity

whatsoever, and when Brian discovers that the Boy is "linked in some
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indefinable way with the magic that visited him often now" (p. 125),
he is recognizing that part of:himself which iS t§7Be Rept'separate
from society's intrusions and close to nature. Unlike the Young Ben
however, Brian also manages5to‘maintain‘contacts with others: Hhis
friends, his family; and autloritative figures such as Digby and
‘Miss~$ﬁompsoni While he fs actively searching out his self-identity,
ke never quite loses sight of the need to allow others within his
sphere, and thus maintains a certain Balance in his life.

In Part Three, Brian is nearly tem years old and enters a new
stage of his quest In which he learns more about the cycle of life.
Death bBecomes more real to him as he must face the reality of his
own father's death, and the aging ;f his grandmother. The fealiﬁy
of Birth also confronts-ﬁimrin a new and frightening way, and he
thus must accept himself as part of a wvery human cycle.

As the section opens, Brian becomes linked to his grandmother
in a way which fllustrates the cycle of life that is to bé made
clearer to him as he progresses. As he sits on the porch in midsummer,
he imagines the feeling of swimming in the river: "Through the damp
afternoon he could almost smell the fiver now" (p. 182). Above him
in her room, his grandmother is similarly imagining smells .and sights
from her past: ''the richness of animal smells from sweating horses
soothed her" (p. 183). Brian, whose life is just beginning as he
gradually matures to the point where he will assume his full identity,
is using his imagination te dream of the future when he will once

again swim in the river; his grandmothier, whose identity-is‘lapsing
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due to old age, is using hers to recall happier times when she was
younger. The cycle of life is also the cycle ofrﬁaxing and waning
‘identity. In the famiiy; Brian Bas yet to estabBlish himself fully.
He is still 1aBelled'By:nicknames5which,identify him to others, and
Is now called "Cﬁirpv‘(b; 181). His' grandmother meanwhile is no
longer physicallf\aBle to maintain Her place within the group, and
her sickness and old age are moving Her towards the time When she
will Be treated in the same manner'as the Baby (Bobbie) once was.
Her place within the family &s descriBed as "an extracurricular
membership in the family, a majestic withdrawal now" (p. 196).

The first reality Brian now encounters is birth. At the age of
three, when His father had explained to ﬁim-the Birth of Eaﬁy’pigeons,
he had easily accepted the natural explanation that "the father
pigeon put them there [in the motherl " and "then the mother pigeon
put the egg around it" (p. 52). He is unable to accept a similar
explanation in the case of human Birth however, and insists to his
friends that "God sends them" (p..200). When he is ridiculed for
his naiveté, he realizes that he has failed to make an important
connection between the human and animal cycle, and the new reality
frustrates him:

For a long time Brian sat on the battered ﬁicker chair

by the sewing machine that served as a table. He would
never know now, he thought disconsolately. It had slipped
completely and forever through his fingers, the thing

that was hidden 1like a Hazed sunj; it had got away for good
and never again would the feeling well up in him like

water slowly rising in a Hole dug near the Bank of
a river. Art Had spoiled it. He Bad spoiled It! (p. 202)
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When the reality of human Birth's similarity to animal birth is
presented, Brian attempts to:deny the parallel; "It wasn‘t right, he
told Himself as He continued down the street; humans were different . . .
from animals' (p. 202).

Brian's self-ifdentity is shaken by the fact that he is a part of
a sexual as.well as a spiritual univerée:' Lost in his "new uncertaity"
k. 205);_ﬁe then almost immediately encounters the possibility that
hits father may-die; and the feeling returns: "his throat was aching
with unbelievable hurt—-—the feeling was in him" (p. 206) . Again,
both Birth and death appear to Brian almost simultaneously, continuing
encounters which Becomé more real in their intenmsity and offer
evidence of his own humanity. |

When Brian is sent to Uncle Sean's while his father is taken to
Hospital, the theme of ifdentity emerges in a new way, for he first
sees the runt pig which his Uncle's hired man, Ab, is intending to
kll. Brian may be identifying with the runt, feeling himseif'
out of place In the world after hils earlier experiences. When he
cries "You can't kill my runty pig!" (p. 218), he is really pleading
for his own life. He denies his own lesson on_the prairie when the
Young Ben mercifully killed the gopher that Artie Sherry was
torturing . when he exclaims: "Killin" a thing's no favourl!" (p. 220).
ITronically, it is Annie, the housekeeper, who helps Brian save the
pig. She too must feel that in so doing she Is also arguing for her
own self-identity, for she has a cast in her right eye which

provides a physical difference from the world.
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- After the pig Has been saved, Brian's gratftude to Annie leads
him to attempt to cliange liek appeatrance so that Ab will marry her.

He again is unable to make’ tlie’ oBvious connection Between the animal
and human worldséand fails to understand that, just as he loves the
runt pig for its individuality, AB loves Annie for the same reason.-
In trying to change something of her identity, Brian almost robs
Amnie of her future with a husband. 7Finally though, the realization
tHat people, like animals, can Be loved for their individuality'
comes to Brian:

By the Back porch wliere the runt pig lived in its apple-box

home:,”  Brian looked down. It would always Be a runt, he

decided, a shivery runt. It had no twist In Its tail;

‘2t never would Have. The world was a funny place. He

loved His runty pig that wasn't good for anything. Ab

was fussy about Noreen, the snuffiest cow in the herd,

with. Her wheezing and coughing. Before Annie's eyes had

Been straightened he Had . . .

Brian knew tHen. He ran to the house to tell

Annie. (p. 224)

" The knowledge that Brian gains in this scene is important to his
self-identity. ZEarlier he had Been afraid of the similarities
Between the animal and human worlds, and had wanted to believe himself
sent from God in a more direct way than an animal. His new acceptance
of himself as a human being and part of the same cycle of life, allows
him to make the important simile between the runt pig and Annie.‘ He
is now able to associate the two worlds as one, and the knowledge
that an individual can be loved for fts differences in both the animal'
and human kingdom causes him to Be unafraid of his own individuality.

His new elatilon is short-lived however, for his first assertion of

hitmself leads to the upsetting of a wagon in the farmyard, and he

3
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decides: '"He'd go home." (p. 229).
Others have failed to accépt Brian's attempt te prove Himself,
and He retreats Into isolation?

Delicious self-pity.flooded his whole Being as he walked
“down the road stretching. and thinning ahead of him, the
spidering”telephione wites reacling to the far horizom.
He'd go home and leave thHem; pretty soon they'd be running
all over the farm, trying to find out what had happened

to him. They'd look in the irrlgatlon ditch for his

Body. (p. 229)

Alone on the prairie,‘Brian is once again alienated from the
world. The iImage of the ant, which had Been his disguise at the
Beginning of the novel, returns to symbolize his feelings of smallness

and isolation:

A strange lightness was in Him, as though he were
separated from himself and could see himself walking
down thHe prairie trail. It was as though he watched an ant

crawling up a stem, or a fly moving over a Broad ceiling.
(. 230) ,

As Brian's emotion builds, the wind seems to be draining him of
hfs self-identity:

He was f£illed now with a feeling of nakedness and
vulnerability that terrified him. As the wind mounted
in iIntensity, so too the feeling of defenselessness rose
In him. It was as though he listened to the drearing
wind and in the spread darkness of the prairie night
was being drained of his very self. (p. 231)

The next morning he faces another of the realities mentioned in
the epigraph, and for the first time experiences hunger. The physical
hunger which he feels fs also a reflection of his spiritual hunger

and loneliness:

And there was more than thHe trembling weakmess of his
hunger; there was an experfence of apartness much more
vivid than that of the afternoon Before-—a singing return

of the feeling tHat had possessed him so many tlmes in
the past. (p. 232)
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At the hefght’ of Brian%s withdrawal into himsélf, he.'is given
the news of his father's dea:t‘fi'.' After the funeral a release of
_tensfon comes to Him, and although he tHinks that "nothing seemed
any- dif ferent” (p. 238), the deatl: of Hts father has forced upon
il a new knowledge. of ‘the cyclée of life. Walking out onto the
prairie which then is Wyringing Him and.separating Him from the town"
(. 240), and with the wind 511 around him . . . in the grass with
a million timeless whisperings" (p. 241) ‘he reflects upon the cyclical
pattern of life, and his own place In the long line of fathers who
have preceded himi
A f,orévlérT and forever sound the wind “had, forever and
for never. Forever.and forever the prairie Had Been, ’
Before there was a.town, Before He Had Been, or his father,
or Tis father, or K& father, or Ais father bBefore Him.
-Porever for the prairie 5’.never' for his father—-never
again. : '
People were Porever. born; people forever died, and
never were. again. Rathers died and sons were Borm; the
prairie was forever, with its wind whispering through
the long, dead grasses, tBrough the long and endless

.gilence. Winter came and spring and fall, then summer
and winter agafn; tHe sun rose and set again, and every=

thing that was onces—was again~~forever and forever.

‘But for man, thHe prairie whispered--never—-never. For

Brian's father—-never, (p.-241) ' .

Having Begun to recognize that his j:dentity as a human being

places Iim within a cycln’:cal-pattern which ends with each imd:’:viﬂual;
_but cantinues '_for -mankind ixl_.gen‘e.ral;‘Br:;':an Is for;::ed to give up- :
muck of his innocence of yoﬁtﬁ:." He is aware "that things mere
different now" (p. 2411; and his da@j;ng‘ maturity ca‘usye&him.to step
out of his q’iselatqton' and think of lils mother. Now' that I‘bf:s\.fali:ﬁer' is

dead, Brian has a new fdentity: within the family, and realizes that -
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his mother '"needed him now“ (p. 242). 'The_sound_of a meadowlark,
a symﬁol that life must continue, felps awaken Brian to his new
iﬁentity, and "a sudden breathlessness: possessed him; fierce

excitément rose in him"

Cp!'242); as he turns towards home ‘where
hfs mother was" (p. 242).

The theme of i&entity~centering around Brian‘in Part Three is.-
primarily concerned with selfness. Brian has learned a gfeat,deal
about bBirth and death as it is able to affect him in a more personal
way. His self-doubts and uncertainties cause him continually to
re—evaluate himself as a human being, and each time he isolates
himself from others he seeks the prairie‘as a setting for his‘quest.
Thus the p;airie Becomes a symbol of individuality and endurance, and
its companion, the wind, Ls an ever-present reminder'that the individual
is also part of a spirftual universe which transcends place‘and time.
By the end of the section, Brian has reached a stage of maturity,
forced upon him by the realities he has witnessed, where he is able
go accept and understand new things about his own identity and begin
the movement towards a more outward ident;ty. As William H. New points
out in his article ﬁA Feeling ofﬂCémpletion," Bri;n "realizes
responsibility for others.and a direction to také during his own
life; . . . Aware of death, he is maturing; aware of some inevitabilities,
he fegins to acceptrwhat he cannot control."2

The theme of identity in Part Three does not concern only Brian

O'Connal, for there are several other characters whose problems add

to the overall development, and their struggles indicate that identity
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is a problem reserved not only for the young. While the problems
of identity thus transcend time;'they3also are not limited to place,
for Mitchell is careful to shoi that such struggles exist on the
hprairie as well as in the town.
Out on the prairie; Saint Sémmy; the “erazy man'" (p. 188) who

inhabits a plano Box and preaches his own Brand of fundamentalism,

Is attempting to mafntain his own sense of self-identity."Sammy
has withdrawn totally from society and exists in a harmony with nature
n a way similar to the Young Ben. Warrem Tallman, in his article

' sees Sammy's apparent madness as

"Four Windows on to a Landscape,'
the final outcome in the attempt to assert self-identity over social
identity: “an ﬁnéarnation of the disintegration which is likely to
overtake all but the most resourceful personalities when the individual
self wanders beyond sphere of human community."3 However, Sammy
finds that such withdrawal onto the prairie cannot end his strugglé,
for the evil aspects of the community reach out to him even thefe.
As it happens, Bent Candy desires the horses Sammy is keeping, and
eventually threatens his home on the prairie. No‘matter hoﬁ far
Sammy retreats into himself, there is always that side of the world
which will attempt to impede his assertion of self-identity.

In town, the same evil force affecting Sammy is being turned
against the Young Ben, whose theft of a rifle is proof of his contempt
for society's rules. Digby finds himself involved when he pays the

cost of Young Ben's mistake, But his action does not placate Reverend

Powelly, who Imsists that "for his own good" (p. 213), the boy should
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be sent to reform school. In his attempt to help the Young Ben,
Dighy finds himself betweeh the two extremes' of identity; The’ Young
Ben represents total indiviﬂuality; the ego versus socletys; and
Powelly personifies’ soclety's-most extreme hostility towards such
‘egocéﬁtricity; the desire to lock.the individual away out of sight.
DigBy; the philosopher who wishes to' examine the whole question of
identity; is unaBle to encourage the minfster to reply to his
questioning of extremes:
"Is yours the Utilitarfan viewpoint--the greatest
happiness for the greatest numBer? Is it Stoic-~the
smallest? Do you follow Plato? Aristotle? Which side
of the fence are you on? ?he empirical? The ideal? Do
you perhliaps sit on the top of It as a dualist? Do you
feel that there Is a continuous fence at all--pragmatist?
Is Christ your--" (p. 213)

Powelly believes such questioning "a joke'" (p. 213), and
refuses to examine the reasons for his Beliefs; but Digby's questioning
Indicates that the principal is a man who continues to examine his
own identity, bBoth .self and social, and is facing much the same
dilemma as Brian. The difference between the two -quests lies in
the method of search each utilizes to try to discover his own identity,
and points out another central question in the ﬁovel, described by
Mitchell as "a theme asking the question, What is the way to under-
standing? Is it thfough Intuition or is it through reason?"4 Brian's
"feeling" is a manifestation of the fntuitive resource he employs in
his quest, while Dighy is able to Bring reason to bear on his problem,

and his path lies through the realm of philosophy. DigBy and Brian

seek the same goal In their desires to understand both self and
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society, and their pathways thus run parallel.

In Part Four of the novel, depicting Brian at age eleven, a new
sense of identity within the family comes to him. He is no longer
labelled with nicknames which tend to describe him tlhie way others
wish to see him, but has begun a new identity both in their eyes
and hiis owm:

There was a new and warmer relationship with his mother
now that he turned to her for some of the comradeship

he had formerly shared with His father . . . She told
Brian that He was the older of the bBoys, that he was head
of the family now, and that she depended upon him. And
there was in Brian a growing consideration for other -
members of the family. (p. 245)

As Brian's identity in the family increases with maturity and
age, his grandmother'skposition correspondingly declines due to
the same factors. In her old age, Mrs. MacMurray becomes subject to
the authority of the family, especially Brian's mother, who limits
her life "for her own good." Her growing sense of isolation and
the shrinking of identity is depicted in her narrowed environment.
Her room becomes her world, and the window her only view of the world
in which her identity once thrived. Even this small perspéctive is
denied her when her daughter,worried about drafts, continually pulls
the window dowm:

She had tried to explain to Maggie, had tried to tell her
not to pull the window down. It wasn't fair. The rippled
pane had no right to distort the clouds, the leaves of

the trembling poplar. When the world was completely
through with hHer would be time enough to lose the sounds
of the street below; the tack-hammer strokes of women's

heels on the walk, hoofs dropping quick cups of sound,
children calling. (p. 27)
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The cyclical pattern of 1life is emphasised in the.drawing
together of Brian and his grandmotlier; and “as he got older his
. grandmother hiad come to meet him spiritually in her declining yearsf
(p. 246). Somehow he recognizes that Rt s not the window which is
dangerous to his~gr§ndmotﬁer‘s life;'But rather thg clock,‘which she
tlitnks "had measured out little of lier past life, and now thought it
was going to dole out what was left" (p. 284); When Brianr"kille&
it for her" Cp..284); and opens her windOW; his actions reflect a mew -
acceptance of death on his part, for he realizes the inmevitability '
of its outcome, and chooses to allow his grandmother a last affirm;tion
of her identity before she dies. Afterwards, ﬁe écéepts her death
with "a gentler sadness more akin teo nostalgia than to dégp grief"‘
(p. 290).

The new family relationships into which Brian is entering are
a sign of his~growtﬁ.of secital identity. He is Beginning to accept
others and in turn gain thefr acceptance. The relationship hg
continues with the Young Ben remains more a reflection of his inmner
being, and while he still feels an attraction forra being so removed
from society and part of nature, Brian's social growth‘in areas outéide
his famil& draws his attention away from Young Ben. -Their relation-
ship, described as "a taciturn association, almost a communication
of silence!' (p. 247), is affected By Brian's participation in

social activities:
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With. spring and baseball, Brian had drifted away from

his associhation with: the Young Ben, but seldom a week.
went By that Be did not have momentary contact with.

 him--at recess, noon, or after fourt. He was the only:
chiild #n the school whib spoke: to the Young Ben or to
whom the Young Ben spoke. (p. 247) ' :

ThHe attraction for the Young .Bem is the "onme thing that had
not changed" (p. 247), sinpe'hiS»fatﬁer\s~death,in Part Three.

YThie feeling" which has described his Intuitive sense of selfaidentity,
has not returned "since He had heard the meadow lark sing to him
the day of his father's funeral! (p. 246), Brian's social identity,
within the familyiand in community- sports, has momentarily over-
stiadowed his awareness of Imner self:
In the two years since’ his father's fumeral , he had
seldom thought of the yearning that fad harried him as
long as he could remember.  Fragments of rememberance
would return to him from.the past: the dimly recollected
picture of ‘a dead pigeon, a tailless gopher lying on
the prairie, something about-a dewdrop . . . Y o(p. 246)

En an attempt to regain his awareness, he goes out to the prairie
to visit Saint Sammy "for the express purpose of recapturing the
feeling® (p. 246). Sammy, however, is lost in his.own world, and
ts too concerned with himself to help Brian, who returns "sadly Home"
(p. 247). A part of Brian's old feeling does soon recur, but it is
the emotion he had felt when, having denied the authority of his
earliest teacher, the fear of God had been an awesome fright to him.
When Reverend Powelly delivers a sermon pertaining to the 01d Ben‘s’

recent imprisonment for Bootlegging, Brian again experiences

his old fear:
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For a moment Brian felt a return of the fright he had
experienced years Before, a sudden and physical fear of

thie Lord, who Had stricken down the Ben. But at the same
time he felt there was a wrongness in the Lord's punishment
and with this he experienced a feeling of guilt at being
upon thHe Ben's side rather than that of Mr. Powelly and

the Lord. It was a feeling that deepened as the weeks .
followed. (p. 255)

"Brian, who hasfﬁeghn to live in a social identity, s confused
over the apparent conflict fn His new awareness. His feeling that
e s pért of thie ecommunity causes him to think that Powelly's
authority im that environment must Be accepted; on the other hand,
the kind of ifndividuality represented By the Ben is also a part -of
Ifm to which he must respond. TUntil thHe apparent conflict Between
society and the individual is resolved, he will remain unable to
Balance his identity.-

Much: of tHe conflict fnvolving identities comes to a climax
during the storm which Saint Sammy calls down upon Bent Candy.

Sammy whose dwelling place is the small piéno box, the Ben who is
locked into a jail cell, and Brian's grandmother alone in her room,
are all ?ortrayed In similar situations and struggles to maintain
their identies. Sammy's home is threatened By Bent Candy, the Ben
is punished by authority, and Mrs. MacMurray is overwhelmed by the
attentions of her daughter. All three individuals are threatened in
the exercise of their fdentity By the actions of others, and to each
the storm represents the freedom they yearn for. During the storm,
Brian Is similarly in touch with his fnner being, and responds as do

they. Mitchell's juxtaposition of scemes involving the various

characters again draws attentfon to the parallelling theme. Out on

-
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the prairie, Brian and Sammy enter the pfano box for sheltex, and
Brian "was filled again with:that ringing awareness of himself"

(p. 264). To Sammy, the storm is "the ¥oice of the Lord" coming to
free him from Bent Candy. The scene then shifts to the Ben in prison,
and Y"For the first time in Bis jail term the Ben was still, standing
In the center of his cell, his wild eyes up to the swirling darkness
outside" (p. 265). Finally, attention s drawn to Mrs. MacMurray in
her room, who "sat quite still in her rocker" (p. 265), listening to
the wind outside.

The aftermath of the storm brings a certain resolution of the
conflicts which have climaxed at its peak. Bent Candy allows Saint
Sammy to stay- In his piano Box on the prairfe, not because he firmly
believes that the old man BRas indeed harnessed the power of the wind
to carry off his barn, But Because he Begins to realize his own small
power in relation to nature:

Candy turned to Saint Sammy; he looked into the old man's
eyes, water-blue, mildly wild with a fey look which said
that he was either child-like, senile, or gently insane.
He looked at the squeezed intensity of Sammy's face, and
he thought of tlie spreading fields of flax he had planted,
even now thirsting for moisture; he thought of the years
of drouth and rust and hail and the many wheat plagues
which had touched him only lightly. He said: "You kin
stay." (p. 266)

Mrs. MacMurray, who "seemed to have drawn new life from the storm"
(p. 268), begins to come downstairs for meals, and appears less with-
drawn In her last weeks of life.

Uncle Sean, whose reaction to the storm reveals "a strange

jubtlance”" (p. 268), s described as "a calmer man now' (p. 269). Ab,
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who had Been trying tq affect Sean's.personality through_religiousr
conversion, gives up his attempt to change Him; andrinstead Ydevoted
all his attention to his wife and family" (p..269):

From the aftermath of the storm in early~sum§er; thelﬁarrative
'move§~forward to the fall of the same year. The events which occur
may still be described as\Happéning in the storm's aftermath however,
and the resolution of conflict continues. Perhaps the most interesting
technique the author uses to link these somewhat later events to the
egrlier storm is the description ofrthe final confliét'Between Mrs.
ABercrombie and the schoolteachers Dighy and Miss Thompson. As the:
schoolboard meets to decide Digby's handling of the Young Ben's
case, Miss Thompson's reaction to events is described as an "emotiomal
storm within her" (p. 278). The meeting itself does become a storm
centre in which the kind of social authority~represegted by Mrs.
Abercrombie threatens to remove Both Digby and Miss Thompson from
thefr positions as surely as Bent Candy's Barn had Been swept away
by the wind. Finally, however, the other member;of the school board
respond to Miss Thompson's charge that they all have Witﬁin them "the
heart of darkness" (p. 282), and it is Mrs.rAbercrombie who is forced
'to resign. The resolution of conflict in the town, in which it is
shown that the dark side of human nature reflects only one aspect
of its composition, is similar to the change that occurs in the nature
of Bent Candy out on the prairie. Furthermore, both situations are
linked to the duality of the wind itself; which Has the power both

to destroy and to replenish.
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'The storm on the prairie has also been partially responsible for
the resolutfon of conflfct Betweéen the Young Ben and thel authority
'of'the.schoolg After it ended; "The' Young Ben was more restless
than usual in school# and treated himself to a week of truancy"

(. 25&), an act of disregard of rules which leads up to Digby's
finally releasing him from school altogether.. As the Young Ben stands
in the schoolroom, "His eyes lost in the expanse of prairie stretching
from the schoolyard edge to thHe distant line of the sky" (p. 269,
Digby realizes he can no longer keep tlie Boy in a place alien to his
fdentity with the prairie. ‘Earlier in the year, when Digby had
visited the Bens to discuss Young Ben's truancy, he had seen the owl
which the 01d Ben had captured and placed in a cage. At that timé
he had realized that the owl was "Like the Young Ben" (p. 250) in its
desire to Be free on the prairie. Now, as he looks at the boy gazing
out of his schoolroom cage, the sound of another bird free to live
its own life on the prairie causes him to recall his earlier emotion:
Dighy dropped the intricacies of percentage; the low hum
of the classroom faltered and was stilled. A crow flying
low over the schoolyard tock that moment to repeat its
deliberate call, each echoing caw diluting itself with
more and more prairie stillness, withdrawing, fading to
silence. (p. 269)

Released from his own cage, the Young ﬁen visits his father at

the jail on the way home. Brian, who is walking with him, realizes

that the 0ld Ben, too, is like the caged owl, as his description

reveals: .
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The Ben's head, with: its grey Hair in tufts at either
temple, appeared; then his hands with. their chicken-foot
knuckles and their spade nails clutched the Bars. His
eyes stared up to the Young Ben and Brian could hear
the Ben's Breathing, harsh with: a shrill edge to iIts
rhythm. The huskiness was familiar. (p. 270)

Although the Ben'cannot'freefhimself, he orders his son to
YLet that thHere god&am owl go" (p. 271), and in so doing indicates
his own awareness of thie similarity Between the loss of Rdentity
e has suffered at the hands of society, and that which he has forced
upon the owl.

The death of Mrs. MacMurray in the winter brings to a conclusion
most of the conflicts and problems of identity involving secondary
characters. Brian, however, remains uncertain as to the meaning of
all that he has encountered in life, and his quest for identity
continues. The conversation he overhears between Dighy and Milt
Palmer makes Him aware that he s not alone in his search for identity,
and that other older and more knowledgeable members of the community
are similarly seeking answers. Having just read the philosophy of
Berkeley, Palmer is asking a fundamental duestion about his own
Tdentity:

Shoes, folks, churches, stores, grain elevators, farms,
horses, dogs—-all insidea me. You-—the kids~-this shop,
insidea me--me insidea my shop; so that means I got me
insidea me. Who the hell's me?" (p. 287)

Although Brian does not understand most of Palmer's description
of the cémplicated philosophic argument, he does recognize a similarity

Between the confusion evinced in Palmer's frustration and questioning

"Who the hell's me?" and His own quest for knowledge of his identity.
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When he asks Pélmer "You' got a feeling?“.Cp.'287); the query
representg his awareness of an Important link Between the two paths
to understanding: reason and intuitipnt Although Dighy thinks Brian
is not Mold enough" (p. 288) to fully understand how he might use
reason to aid in his quest, Fe helps Brian Dy agreeing that "A . person
can do it by feeling" (@. 289); and Brian's self-doubt as to his
abdlity to find himself thrqugﬁ.ﬁis~owh'intuition disappears when

Be realizes that he possesses a strong tool to help in his search:
“Tﬁen; I'™m on the right track!* he states (p..289).

The Hope that Brian gains from his conversation with Digb§
remains with Bhfm in the fifnal scene of the novel, although tworweeks
after his grandmother's death he again Begins to question the meaning
of 1ife and his own Identity in a world which contains both death
and life: "Why did people die? Why did they finish up? What was
the good in being a human? It was awful to Be a human. It wasn't
any good" (p. 294). The ultimate answer to his question remains
unanswered, but the final image upon which Brian focusses his
attention symbolizes his place in a continuing world of human
existence. The picture he sees is comprised not only of the prairie
and nature, But also contains a sign of man's éresence in the world
and his desire to communicate:

He looked out over thHe prairie again.

All kinds of people had died. They were dead and they
were gone. The swarming hum of telephone wires came to
Tiim, Barely perceptible in thg stillness, hardly a sound
Heard so much as a pulsing of power felt. He looked

up at rime-white wires, following them from pole to
pole to the prairie's rim. From each person stretched

Back a long line—-fundreds and hundreds of years-—-—
each person stuck up. (p. 294)
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Much of Brian's own identity is.represented by the Image, for
the scene depicts tlhie place of each individual (symbolized by the
poles) within a unified social structure which stretches Back’ through
time and place. The telephone Wwires, symbolizing man's use of
reason to communicate, not only carry electrical messages, But also
Bum from the action of the wind, representing spirituality and
Intuition. Although Brian does not fully understand the meaning of
what s before him, he .Is now more certain that he will eventually
find himself, and knows:

Tt had something to do with dying; it had something to do
with Being Born. Loving something and being hungry were
with £t too. He Eknew that much now. There was the
prairie; there was a meadow lark, a baby pigeon, and

a calf with two heads. In some haunting way the Ben was
part of it. So was Mr. Digbhy. (p. 294).

Finally, when Brian asserts that "Some day. The thing could
not hide from him forever" (p. 295), his declaration signifies an
fnner recognition of his own ability to "understand what still

5 . . . .
defeats mature and learned men."” His confidence is an assertion

of his own self~identity.
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CHARTER, FOUR

THE KITE

Tn Both Jake and the Kid and Who Has Seen the Wind we have
encountered young central characters who have Been searching for
their identities in relation to tHe natural cycle and the communify;
Because of thedr youth, Both the Kid and Brian O'Connal utilized
their powers of Intultlon, ratlier than mature reason throughout most
of thefr quests until they eventually Began to develop their
intellectual capacities and initiate the process of balance between
intuition and reason. In The Kite we are presented with a much ‘
older character, David Lang, who at age thirty-nine is still invoived
in a search for his identity, but has lost the youthful intuitiog !,
which once guided him towards freedom end individuality, and how
must face Ris quest armed primarily with reeson. The novel is
structured in such a way as to explain Leng's balance of reason over
intuition, and early in the novel he recounts the episode of his
youth which resulted in his loss of true identity. The search for
identity-involving an older figu?e adds a new dimension to the
theme of identity, and for the first time we are presented with a
central character resemBling some of,the earlier older figures such
as Dighby, Hislop or Svarich, whose continuing struggles for Identity
in later life perhaps reflect the proBlems‘which the Kid and Brian

. 0'Connal may also eventually face. Mitchell indicates in The Kite
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(and later in The Vanishing Point).that the quest for fdentity cam
be. just as Important in later 1life as. it s in youth, and the theme
Becomes more universal in scopé;"

The narrative structure of The Kite also differs from the
earlfer novels, for-although David Lang is certainly the central
character whliose quest for identity.is the centreline of the thematic
pathway, it is actually the figure of tHe aged Daddy Sherry who is
the focus of attention throughout most of the novel, and is one-of .
Mitchell s most memoraﬁlé creations. Tt is eventually through Daddy
Sherry, a living symbol of the ¥itality of the human cycle, that David
Lang is able to finally accept his own mortality, and his search for
Information about Daddy's fdentity is actually a 5ourney into Lang's
own past; present and future which results in a new awareness of
htmself and others. Therefore, while much ofrour discussion will
involve Daddy Sherry, the figure of David Lang is ever in the back~

~ground as our "ereative partmer" participating in the process of
understanding.

The central symbol of the kite itse]if represents man's mortality,
and is important to David Lang's undersfénding of his place in the
natural cycle. In an iInterview with Donald Cameron, Mitchell has
explained the symbolism of the kite:

The idea of a kite, a lively thing held By a thin thread
of life, is comparable to man and his mortality, and

the novel is a study in mortality, and awareness of the
shortness of man's days upon the earth.l
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The major characters in the novel, Keith Maclean, David Lang,
and Daddy Sherry, depict three important stages in the human cycle:
youth; middle age, and old age, respectively. The linking of these
three cﬁaracters through the symbol of the kite provides the basic
structure for the development of theme, and continues the discussion
of the individual's place in time which was left unanswered at the
conclusion of Wio Has Seen the Wind. As Mitchell has pointed out,
The Kite attempts to provide an answer to the basic question of man's
identity in the cycle of life:

Any novel will probably involve -a search and a questioning
~~and In most cases an answer. When T wrote Who Has Seen
the Wind, I didn't have an answer. It was just a question,
which is a perfectly fine reason for writing a novel. 1Im
The Kite, there is an answer.?2

David Lang's search for identity in The Kite is hidden underneath
a more mundane quest, for on the surface he is merely researching a
magazine article which he has been assigned to write about the
personality of Daddy Sherry, "the oldest man in Canada" (p. 3).3
However, as Lang progresses in his inquiry into the identity of Daddy
Sherry, he unlocks the key to his own identity, and the quest becomes
one in which he finally learmns to accept:his own mortality andlenter
into a new social and self-~identity. Through Daddy Sherry, an individual
with a secuge self—identity, Lang learns that time is not an e&il
- force which seeks to crush the individual in its inevitable path, but
rather a factor of existence to whith.the individual must be allied

in order to realize the full potential of his identity. The study of Daddy

Sherry therefore becomes’ to Lang (as it does to us) a search into the
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problem of identity, and when he is finally able to see the connection
between Daddy's idemntity and that of the kite, Lang learns the. '
importance of the kite to his own idemntity.

When we first meet David Lang in . the novel, he is a man in
conflict with time.-. His profession as a journalist exemplifies this
conflict, and he recognizes that he '"wrote always against time"

(p. 6). He feels that time has erased his efforts to establish

himself in the world through his writing:
Not that there was anything so durable about a magazine
article; it was read; it was used to wrap the garbage, to
start the incinerator fire, or to be rolled into cylinders
and soaked with chemicals for a yule log that would give
pretty flames; not much more lasting really than the
television image that flashed upon the passive eye and
the idle ear. How had the supply of time become so
breathlessly small? The world's contemplative time was
almost non—existent; he himself had used up thirty-nine
years of David Lang time, done not one persisting
thing. (p. 2)

Ironically, it is this same profession which returns him to
the Alberta foothills, the setting in which he spent his youth, to
interview Daddy Sherry and eventually find a new place in relation
to time. However, as he enters Shelby he is unaware of the deeper
importance of his latest jourmalistic endéavour, and is concerned that
he has so far been unable to use his writing ability to establish his
immortality on paper: 'Why hadn't he managed the time for a mnovel?
A Play?" (p. 6), The introspective mood which comes to him as he
approaches the scene of his childhood causes him to reflect upon his

past, and when he sees several kites in the sky, "five of them dancing

high'" (p. 8), he recalls an important event in his childhood which has
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affected him throughout his life. At the age of eight, his father
four years deceased, David became attached to an elderly border who
lived with him and his mother. Lon Burke, a father figure to David,
had assembled a kite and attempted to fly it with him. The kite,
which David wants to "dive an' dash an' do acrobatics" (p. 11),
represents the freedom which cannot be realized in an urban environment,
as Lon had explained to David:
We can't fly her in the city, boy--they aren't for flyin'
in cities. We got to ride out to the limits where there's
space--kite needs elbow-room where she won't get tangled
up in telephone wires—-power limes . . . free of
buildings. (p. 12)
Neither David nor the kite ever did escape the city however, as
Lon died of a heart attack before the kite could be flown. The
natural feelings of excitement which might have come to David Lang
with the flying of the kite were denied him, and in their place he
induced a substitute feeling with Lon's nitroglycerine pills. The
"explosions of feeling'" which Brdian 0'Comnal felt on the prairie in
Who Has Seen the Wind were a result of a natural growth of emotion,
but young David Lang, stranded in the city, could experience only
the artificial feeling which the pills induce:
It tingled into pins and needles, his pulse fluttering
at his throat, his blood turgid at his temples and ringing
in his ears. The room had begun to shimmer and he was
about to do one of three things: become airborne, burst
out of his skin, or deflate into a boneless heap on the
floor . . . They were truly explosion pills. (p. 18)

Like the lost kite, David could not "become airborne,” but

rather was left "deflated" after all the pills were consumed and he
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had to face total loss: 'Then the pills were gone. Lon was gone.
The.kite.was gone" (p. 19).
After Lon's death, another boarder came to stay fof é.shqrt.while
and left behind a set of emncy¢lopedias in lieu ofrrent: "In a way
it was a sort of 1egacy-from'Loh; not’ a kite but something almost és
wonderful® (p. 19). Having accepted the world of reason and experience
represented by the encyclopédias; ovér'éhé freedom and inn;cenbe"
symbolized by the kite, David has developed into a man of thirty-nine
who is anchored too securely to the ground and cannot allow himself
to soar with the winds of time. Thus tightened down, he must attempt
to fight against the current of time tathér than move with it.
Instead of allowing his artistic intuition free reign, David chose
to become a journalist, an occupation based on fact rather than
feeling. It is only through Daddy Sherry, the old man who has never
been afraid of time or emotion, that Lang eventually leérns to accept
the fact of his own mortality and frees himself to become an artist
and an important part of a social whole.
Lang's present reliance on fact versus feeling is eyinced in
his first thoughts on the approaching interview with Daddy Sherry.
To him, Daddy represents merely an interesting éhysical phenomenon
and an historical curiosity: |
Longevity-—obviously~—living record of the limits of human
life——the 01d Parr of the foothills——-the ome unbroken
thread of flesh and spirit unravelling vulnerably from
the year eighteen forty-nine. The California gold rush—-
twelve yesdrs old when Abraham Lincoln became president of

the Unite States, sixteen when the president had been
assassinated in Ford's Theatre. (p. 7)
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The reference to the "unbroken thread" is the first hint that
Daddy is linked to the image bf‘the'kite;'and indicates that the
"secret'" which Daddy Sherry holds in trust for David Lang concerns
more than just the "longevity" formula.for his one hundred and
eleven years. Neither Lang nor most' of the residents of Shelby are
aware of Daddy's deeper message hoWevér; an@ several different
explanations of Daddy's "secret' are passed on to Lang from‘local
résidents,‘ The barber, Mr. Spicef, accounts for Daddy's old age by

" comparing him with ancient Egyptian corn which is preserved by the
dry Sahara climate: ''Same as Daddy Sherry-~-spent ove? ninety of
his years either on £he prairies or in those foothils—-dry-—pure air
for ninety years—-kind of preserved'ﬁim." (p. 28). To Spicer, an
amateur historian, Daddy's identity is shaped to conform to ﬁis own
view of the old man in relation to history. Doctor Richardson,
a physician, sees Daddy in quite another light, and his view again
conforms to his own predilections. To Richardson, Daddy is a phenomenon
not of history, but rather of science--a p?oduct of birth and environ-
ment:
"Ageing—-—in anyone--is a—-—a-—continuum that starts at
conception and ends at death. Daddy Sherry's life--the
length of it—-must have been determined by the germ plasm
from which he started . . . You could say he started out

with an original energy charge'. . . the other factor is
the envirommental influence to which he's been exposed."

(p. 64)
For Richardson, Daddy's message is that death should be "put off
as long as possible" (p. 64), but Lang does not accept his answer:

"I''m not anxious to attain extreme old age" (p. 65).
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Mr. Suttee, an American businessman who attempts to buy Daddy's
property, thinks Daddy's secéét'is~that "he just doesn't.give a damn
for unimportant things . . ..Things like half a million dollars'

(p. 123). Again, Daddy's message Is interpreted in terms of the
beholder; as is true of Reverend Donéld*Findlay's summation that‘
Daddy has lived "intuitively" (p. 152). according to.a certain code
of conduct,

In each of the above cases, Daddy is interpreted by various
members of society according to their own identity, not Daddy's.

The person who eventually comes closest to interpreting Daddy's
true secret for Lang is Daddy‘s granddaughter, Helen Maclean. She
recognizés that to Daddy "everything is a new thing under the sun,"
(p. 136), and that Daddy's secret is not one of old age, but of
eternal youth." In describing Daddy as approaching life "1iker

a poet," she is touching a part of‘Lang's self-identity as well, for
he had at one time attempted to write "some poetryd (p. 151).

The realization that his search for infdrmation'aboﬁt Daddy's
identity for the article is really becoming arquest for his own
identity, comes to David Lang slowly, and it is mot until lafer,
when he is abou; to speak with Helen MaclLean that he begins to
realize that "There was something else that Daddy had for Him"

(p. 135). Meanwhile, all others in the community have been interpreting
Daddy to Lang to suit their own visioﬁs, and Daddy himself in thé
first interview with Lang, explains his secret in terms that he thinks

Lang wants to hear. Knowing that all who visit him from out-of town
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wish only to ask him about his secret of old age, Daddy has developed
a false identity behind which he can hide whenever he wishes.  When
Lang visits him, Daddy assumes: the Identity of his "bad days" and
tells him:

" . . . buttermilk an' pigweed greens--keep reg'lar--

stay outta draughts . { . The Secret . . . You ain't

from town--first thipg--what's the secret? Ain't any

secret but that-—an'~-hundred an' eleven—-crock a day—-—

cu-rocka day--buttermilk." (p. 32)

Daddy's artificial identity which he pfesents to the world is
similar to the social identity which Lang himself has been portraying .
in his writing and as host of a television show. Lang has developed
an outer identity in place of an understanding of himself, and has
accepted public recognition in lfeu of self-awareness. As he earlier
had argued to himself, the profession of journalism may not be fully
satisfying "But at least he wasn't anonymous" (p. 6).

After the first iInterview with Daddy, Lang encounters Keith
Maclean, the youngest character in the novel, who is able to see
clearly the true image of Daddy behind the mask:

"That's the way he gets away from people. Ones-he

doesn't like. He doesn't like my grandmother. He'll do
it whenever he's losing an argument or doesn't want to do
something against his will . . . Way I see it——if a person
could just step inside of Daddy's hide for a few minutes
then that's how it would be inside of there--with the
clouds sliding over and it goes kind of darker--and then

the sun comes from behind the cloud and she's bright again.
(p. 41)

Keith's understanding of Daddy limks the two characters together,
and thus represents the cycle of life as youth and old age neet.

The image is similar to the friendship which had once existed between
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young David Lang and old Lon Burke, but in the present sceﬁe David
plays a dual role in the relationship with Daddy and Keith. David
is linked to Keith in the similar pattern of their early lives, for
Keith has also lost his father at an early age. David can thus see
himself in Keith; but takes on many of the qualities (and eventual
physical fact) of a substitute father, thus becoming himself a
counterpart of Lon Burke. While bavid is linked with Keith, as his
older companion, Daddy Sherry remains a similar "Lon Burke" figure
to both, and thus the three characters are interwoven in£o a‘pattern
of cyclical existence.

As Keith has pointed out, Daddy‘s mask of false identity emerges
when he "doesn't want to do something against his will," in other
words, when others force an even more artificial identit§ upon him.
Daddy's extreme age causes him problems in maintaining his identity
within the community and the family. To the family, Daddy is
ususlly seen as a troublesome child who must be cared for. When
Keith's grandmother attempts to enforce her will upon Daddy, the
identity problems of youth and old age are brought together when
Keith comments "I thought coffee was just bad for kids," and his
grandmother replies "Ané old people." (p. 45). In addition to
guarding against’ stimulants,. Mrs. Clifford also has views on the
sleep patterns which must be enforced: '"We all need our.sleep . . .
Young and old." (p. 48).

In contrast to the submission which Mrs. MacMurray evinces in

Who Has Seen the Wind, Daddy does not allow himself to be easily
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handled in his old age. His ultimate defense is to act even more
childishly than others intend to’ treat him, and so he maintains his
tndividuality in spite of his age. When the coffee is finally:
returned to Daddy by a condescending.act of Mrs. Clifford, Daddy
refuses to be so easily placated; 'Coffee~—cocuh--coffee--cocuh~-
make up your mind, woman! . . T like cocuh" (p. 50).
To the town, Daddy is not an individual but a symbol of magical
. ' ~
longevity to be worshipped in his approaching birthday celebration;
Tor this civilized community:Daddy Sherry must almost have
the setwapart magic of a tribal shaman; in him reposed
the extra spiritual power of the witches of old. No
wonder they were traditionally old, David thought, for

their age was just more proof of their special power over
the immutable laws of death. (p. 71)

Daddy's identity in the community is overshadowed by the town's
desire to worship him as a living symbol of longevity to which all
aspire. Even his house, with its "pyramid roof" (p. 37), becomes
a part of the overall picture of deification surrounding Daddy.

Like the kites which, as Lon Burke explained, are worshipped by
natives "Somewheres around Australia or New Zealand--around there—-
fhey sing hymns to their kites whilst they're climbin' up" (p. 10),
Daddy is no longer thought of as an individual human being with his
own lively identity, but rather as a symbol of time to be worshipped.
Like the town of Shelby, David Lang has also accepted soqiety's
worship of time, before he can find his own place in time he must
cease to hold it in awe. It is only through Daddy, the symbol of‘r
time itself, that he will be able to comprehend the relationship

between man and time.



87

Daddy's true identity is: linked not with time, as represented by
the clock, but rather wixh;ﬁaéure énd.tha'kité. Daddy Has.perSisted
fn 1ife because of his closeness-to ﬁatﬁre and freedom in am era which
allowed the individual to develop a.self~-identity often In lieu of
a social fdentity. -As David Lang:points out, this means Daddy\has:
ended up "a pretty unsocial being" without "the social virtues"

(. 199).4 However, nature provides an environmenf in which self-
identity can be realized:
"It must be a lot easier to get along with grass and earth
and sky than with other men,  You know where you stand
with them . . . There were the dependable rhythms of
the seasons—~the lunmar cycle~-planting and harvest. Earth
and leaf and grass and water and sky." (p. 199)

The link between Daddy's identity and nature is developed in
several ways within the novel. The description of Daddy himself,
through similes and metaphors, focusses attention on his closeness
to nature; he "hibernates like a grizzly" (p. 25), sips his drink
"jike an ancient humming-bird at a blossom” (p. 96), has "turtle eyes"
and "juniper root hands" (p. 79), and becomes excited "like a damn
good' hail storm" (p. 80).

In. the hunting episode Daddy becomes linked to the old goose who
has defied man's attempt to kill him. The two old figures are first
linked in death and then resurrection. The goose is supposed to
die in the trap men have created for him, but the trap is also
described as a grave for Daddy, who is brought to the hole which has

been dug in "a long black hearse' and concealed with "emerald green

grass'" (p. 87). At the climax of the scene, Daddy rises from the grave



88

and allows the old goose to.fly away unharmed, and their shared
laughter is a celebration of idemtity:
Then Harry heard the honking.behind himself. He looked
back to the half-resurrected Daddy Sherry. The old man
had lifted the bright’ green’ grave grass over his shoulders
1like a shawl. He was laughing. The two old ganders
laughed in unison.
They laughed at the doctor.
They laughed at the minister.
They laughed at the undertaker. (p. 90)

Paradise Valley, the natural haven which Daddy guards against
the intrusion of society, is symbolic of‘Daddy‘s:own identity which
must be similarly kept in its state of imnocence. The physical
link between Daddy and the valley is interesting, for we are told
that Paradise is the place ''where the wolf willow blows," (p. 102),
and Daddy's sense of smell has been affected by "parosmia," so that
he continually experiences the "smell of wolf willow." (p. 66)

Just as Daddy is described as part of nature, it is equally
fmportant to note that his Paradise Valley streaﬁ is personified so as
to represent the human cycle of birth, middle age, and old age--
the same stages of development portrayed by Keith, David, and Daddy:

In the rare mountain air it was a young stream, spawning-
grounds for rainbow, cut~throat, and Rocky Mountain white-—
fish; by the time it reached Shelby it had achieved
a smoother, more leisurely middle . . . After Shelby the
river flowed . . . much wider, much slower, its tepid waters
shunned by trout . . . an old and sluggish river.
(pp. 170-171) ’

In addition to the physical links with nature, Daddy's identity

is depicted by the image of the kite, and its accompanying acrobatic

movements in the air. Unlike the static kites which become the objects
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of worship for natives, the kite images’ which describe Daddy's true
identity are lively and acrébétic.‘ Like the kite, Daddy himself has
wanted to be an "acerobat" (p. 50) and ?Swing——swing——éwing; swing
out an' loop the loop-—summersault through thin air.™ (p. 51). When
he does finally realize his ambition on the trapeze in the barm, his
acrobatic act is a defiant exercise of his individuality over the
authority which is attempting to control him:
"Lay-dees an' gentlmen! You are about to witness for thee
first time on thee earth—-thee death-defyin' reverse
triple summersault thu-rugh thin air . . . without the aid
or pertection of safety nets—-by thee world's most ay-gile an
soople an' graceful . . . swingin' acerobat of them
aaaaaallll!" (p. 59)

Daddy's act truly is "death-defyin'," for he refuses to submit

to the kind of burial which would inter his spirited self-~identity
before his body has died. His vital act is in sharp contrast to
David Lang's "impotency, the same old pre-~trapeze feeling—-no life
net." (p. 6). Unlike Lang, Daddy needs no life-net, for he has

no fear of time and its consequences. Sure of his self-identity, he
does not share Lang's fear of falling.

Opposed to the valley and the kite, symbols of freedom and
self-identity, are the images of the town‘and the clock, éymbolizing
a social identity which is linked to the worship of time. Daddy is
out of place in the urbam milieu and goes into town oniy once a week
"except in winter" (p. 25). His visits are described as being so

regular on Saturday's that one can "Set your clock by him," according

to Mr. Spicer (p. 25). Daddy however, has an aversion to clocks
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similar to that of Mrs. MacMurray who, in Who Has Seen the. Wind, feels
the clock '"had measured out little of .her past life, and now thought
it was going to dole out whar'waS»left;"s His own opinion of the
"god of mortality" is similar to- hers, but more vehemently stated:
"L hate clocks," Daddy said with intensity. "They'd told
me ahead of time then I'd told them. Leakin', nasty,
bullyin' things . . . Leak the seconds an' hours an'
days . . . Belvah has-~'lectric one over the stove in the
kitchen. T never loock at it.' I ignored ‘em for the past
thirty years . . . I don't want no loud tickin" clock—-
tricklin' away my time for me! I hate clocks an' watches——
cuckoo clocks-—wag-on-the~wall clocks——anniversary clocks-—

fryin' pan clocks. I don't even like sundials or egg-
timers." (p. 127)

Daddy's conflict with society and its clocks turns into a physical
battle when the town attempts to honour his birthday by giving him
the grandfather clock. Unwilling to accept the identity which the
clock represents, he asserts his own sense of identity by breaking
the false god standing before him:

And with unsporting fury Daddy had leaped forward, to
stamp it and beat it again and again with his cane as
though it were a deadly snake coiled and reluctantly dying
on the community centre stage. No one stepped forward
to stay him; he did not stop his swinging and knee-high
destruction until the clock was junk dead. (p. 206)
The concept of time appears in both gifts which Daddy receives
on his birthday, but the gift which Keith wants for Daddy differs
greatly from the town's present. Society's gift is a static

representation of time which it mistakenly thinks will £it the

occasion:
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MTime. In some Way we had.to.take time into account if
our gift was to bel fitting. We finally hit on the' jdea of
giving him a clock~~a grandfather clock--happy selection—-
symbolic and fitting." (p. 184) -
In the town's eyes, Daddy is.merely an old man whose longevity
is to be recognized by the gift; and their choice of the clock as
"symbolic" of Daddy's identity is.no more fitting than the suggested
wheelchair (p. 184) would have been.. As Daddy has tried to explain:
"Maybe it's somethin' T don't want--somethin® I don't need—-
somethin' I already got . . . " (p. 185). His desire is for a gift
that he can enjoy, not one that the town feels is "fitting" to
the occasion:
"No! T just want a present I want. I want a present
that ain't a surprise present. 1 got no breath to spare
for surprises. I can't stand still to wait for surprises.
Can't hold my mind empty that long-—got to know ahead of
time so's I can touch her--cuddle her there-—come back to
her again and again like pettin® your dog.”" (p. 187)
While the town is attempting to worship time through the clock
and the figure of old age, Daddy is struggling to maintain his own
identity as a live human being. Like the mock burial at the goose ,
hunt, Daddy is being buried alive by the town. Keith Maclean, who
sees Daddy not as a symbol of time, but rather as an individual
identity still very much alive, wants his gift to "be something he'd
get some fun out of” (p. 190). His gift is not a symbol of. time in
the abstract, but is rather a gift of time itself--his own time given
to Daddy, as David Lang suggests: 'Some of your own time would be

wrapped up in your present to him" (p. 190). Because Keith recognizes

Daddy's birthday is a celebration of 1life rather than of death, he
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visits him in order to f£ind out what it is that would please Daddy
himself. In the'ensuiné conﬁeréation; it is actually David Lang who
realizes that the Rite;'not'the'hlockﬂ is the most "fitting" gift
for Daddy. The three characters become linked in spirit as they
discuss the love of:nature:and acrobatics:

"Prafries and Foothills s never still," Daddy saldc
"Always a meadah lark--gophers squeekln .

"Grasshoppers clicking," Keith said. . . .

"A person gets to thinking the goofiest things," Keith
said. "What would it Be like if you were . . .

" . . . up to the fetlocks in fluffy cloud . . . "

"Just take a fast running jump and give a leap and sail
through the air and land on a cloud," David said. . . .
"When T was a boy," David said, "I used to dream I could
float up off my bed and drlft around the ceiling and then
out the window . . . .

"Me too—-me too," Daddy said. "Slip my wishbone over

the ridge of the barn~-swoop down over the °tock through—-
then straight up—-give the windmill a flip goin' past--
straight up——-straight as a arrah . . . kids fly kites
any more?" (p. 194)

Daddy's comment that ''Some time or another a kid oughta fly a
kite," (p. 194), éauses David Lang to envision .a kite as a suitable
gift for him, and the recognition of Daddy's love of the freedom
represented by mature and the kite marks an important point in
David's own self-realization. Lang has become linked into fhe cycle
of life represented by Daddy and Keith--youth and old age--but he is
still uncertain as to the "unsolved puzzle of Daddy Sherry" (p. 195).
‘He has, however, begun to realize that Daddy's message is somehow
symbolized by the kite:
| In some terribly important way the kite was part of it,

but whether it was this kite, or whether it was another
kite not quite dissolved by the years between boyhood and

now, he could not be sure.” In the end what was there -
that he could be sure of! (p. 195)
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Daddy has tried to explain his "secret" further to David and
Keith during their visit befare his birthday, but the connection
betieen his philosophy and the symbol of the kite has not been.fully
understood by Lang. Daddy's message.for Lang, who has been attempting
in his 1ife to avoid his own ambitions fn art for fear that there
is no "life-net," suggests freedom:and fndividuality in tune with
nature:

"Don't give a whoop--be a dangerous acerobat--sail ovex
the tops of circus crowds. Don't give a damn whether she
rains or thaws or freezes~~whether you live or die . . .
Live loose an' soople an' you'll come through without

a scratch. Live careful an® you'll break your goddam neck.

That's the secret. (pp. 191-192)

' and his world

Lang has never managed to not "give a damn,'
has always been one controlled by clocks. Even during his assigﬁment
in Shelby he has continually been aware of the schedule he has had to
follow for completion of the article on Daddy Sherry. As a young boy
he had witnessed the death of Lomn Burke, and the experience had
instilled in him a fear of death which has affected his entire life.
Afraid to fall to earth if ﬂis novel should fail,:Léng has turned hisr
writing ability to the reality of journalism which keeps him earth-
bound. In her article "The Kite: A Study in Immortality," Catherine
McLay suggests the artistkc symbolism inherent in the kite, and how
the loss of David Lang's first kite parallels his failure to develop
his artistic ambitions: "It is most of all a symbol of craft: it

must be sturdy so it will not come apart in the wind, yet perfectly

balanced, the tail calculated to a nicety:
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If she's too long-. ¢ . shelll f1y all xight--but sort of
dead and sluggish:’ Shé.won't.dive an' .dash an' da.-
acrobatics : . . mor.tao short efther . . . Only go up -
twenty--fifty feet an' she goes wild--right out of control--
she'll dive, maybe.get her balance an' go too far.to.the
other side~-head straight for the ground--whang her nose
into the dirt--snap.helr back (pp. 11-12)."6

Like a kite without a tail; Lahé'haé been unable to realizel.the
full potential of his lifé:'and Bas .thus failed to realize his:true
self~identity. After speaking with Daddy before his birthday,
Lang's fru;trationﬁovér his inhibited identity surfaces and he
yearns for the ability to use his own imagination in the same’ way as
Daddy and Keith seem able to do: |

- 1If only his mind would soar!’ If it could 1lift with the
effortless grace of a still-winged hawk riding a foothills
current to heights of ineffable detachment! Was that it?
Their talk about leaping from cloud to cloud? Had their
child-like reverie carelessly touched some profound truth,
unaware? Whatever it was—-was it of such faint and fragile
substance that it would always elude him? God, it would
be simply wonderful to have the hawk's high vision, if
his understanding could tilt and hang against the rare
sky, then with one superb slice fall upon the truth and
hold it in sure beak and talon! (p. 195)

Afraid to realize his identity through his art, Lang has instead
chosen a profession which allows him to become a spectator to the
identities of others. As Helen Maclean explains to him, Daddy's

life has been lived differently:

"What do you think," David said, "would be the main
difference between Daddy's time and ours?"

Helen thought it over a moment, then she said, "About
the same difference there is between Keith's Little
League and the Woxrld Series. Daddy didn't watch-
someone else play life for him. He made his own hits—-—
runs——errors. His life hasn't been a spectator sport
at all." (pp. 200-201)
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In the closing scene of .the novel, David attempts.to.interfere
in the flying of the kite which Kefth-has given Daddy. Lang, .the
artist, has helpeci to make the kite,.but:the actual flying is an -
expression of identity shatred by Keiith.and Daddy to which he must
remain a spectator:-

The shortness with wWhich Keith answered him caused’ David

to look quickly down tao him; he surprised a look of ill-
concealed impatience.on the boy's face. There Was no - -
attempt to hide it,.for. it 'was an excluding Impatience, the
only way in which the Vvery young could let the very adult
know that they were Interfering selfishly.

"Sorry," he said . . . He handed Keith the ball of kite
string. "Let me have the kite.and you can take the string--
just shout when you start to.run and I can let' go . . . " -
UWho the hell's kite is T&?". .

Daddy's simian face.was thrusting raw annoyance at David.
"Sorry," David said again and handed the kite over to

Daddy. (p. 207)

Earlier, Helen had assured.lang that "You'll fly it some time--
T know you will," (p. 201), but she had been referring to the kite
which he had failed to f£ly.as a youth. .The kite which Keith' and Daddy
are flying however, is not his,.and before he can ever "fly his own
kite" he must establish his own semse of identity. .The image-of-
Keith and Daddy before him on the fleld is the key to the message. he
has been trying to decipher, for Daddy had once remarked about his
own life; "Bein' a kid., That was oné end of her. Now I guess L
~got holt of the other end " (p. 50). With Daddy now holding one end
of the kite and Keith the otheX, Daddy's image of mortality takes on

concrete form. Lang is now able to.see what Daddy's “secret'

really implies;
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Now he knew what .it was that Daddy had for him--the

* astonishingly simple thing the old man had had to say--
and had said through the hundred and eleven years of his
life--between the personal deeds of his birth and his
death, knowing always that .the string was thin--that.it
could be snapped. He’ had lived always with the awareness
of his own mortality. (p. 209)

At the conclusion of the novel Lang assumes a new identity as
part of the cycle represented by the stretched kite string held by
Daddy and Keith. Daddy is actually Keith's"great-great-grandfather"
(p. 168), and when David marries Helen he will become physically
a part of their cycle and thus be allowed to fly the same kite.

On another level, it is assumed that Lang's self~identity as an
artist will develop from a new ability to understand life as an
acrobatic exercise in which he will participate rather than merely
spectate. He has now emerged "Outof limbo" (p. 210), as
William H. New concludes:
David Lang achieves a new completion of his own, for here
he at last recognizes the necessary relationship ‘between
the individual and the realities of life and death. Limbo--=
surrender to the negating power of time--is a kind of death-
in-life for the journalist in him, but elasticity of self
within his own environment, in place and time, will allow
immortality and let the artist in him create. Recognition
of this also allows him to anticipate a full future-—out
of limbo--with Helen and Keith Maclean.?/

Lang's struggle for identity has lead him to discover both a true
self~identity and a new social identity. His awareness of his own
mortality has released him to develop his potemtial as an artist

without fear of failure, and his new place in the family provides

him genuine immortality as part of the cycle of life.
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While the central focus of the novel is upon the quest for
identity of David Lang, and the effect which Daddy Sherry's example
has upon Lang‘é self-awvareness, it should be pointed out that the
relationship between Keith Macleah and his mother also serves to’
further develop the theme of identity. Im Jake and the Kid and
Who Has Seen the Wind, the possible negative effects that parental
authority can have upon the young have been witnessed in the attempts
of the Kid's mother and Mrs. O0'Connal to exercise control over the
identities of their sons. Helen Maclean, on the other hand, has
realized that such over-protectiveness must be avoided, and Keith has
been allowed the freedom he must have if he is to mature. A; Helen
explains to David Lang, her'role as parent is one of guidance rather
than interference:

"I don't breath down his neck any more-—try to give him
too much or take too much. . . .Part of the restraint is
just selfishness. That's half the battle in being a good
parent." (p. 127)

Although Helen does not attempt to force her son into an identity
which would only reflect her own desire for fulfillment, she admits
to Lang that there is something lacking in her life and without a
husband she cannot have a full identity: |

"I said that T was not complete and that no woman's
complete without a man. T shall prohably spend the rest
of my days just that way——incomplete." (p. 150)

Although Helen evidently feels that her own social identity is

incomplete without a relationship With,a'man; it s clear that her

self-identity will not allow her to: £fill this gap in any haphazard
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manner. She neither allows herself to incorporate Keith's.identity
tnto her own, nor will she Settle Ffor the first man to come along
offering sexual fulfillment. As she tells David Lang, "L've had -
more passes——covert and overt-~thrown.at me than any othex female in
Shelby" (p. 149); but she recognizes that such social relationships
would give her a social Identity only at the expense of her self-
identity: "it's what I would have lost" (p. 150), she explains.

. Unlike the David Lang pictured at the beginning of the novel, a man
who has allowed himself to enter into an easy affair with the first
profession offering to free him from anonymity, Helen Maclean
retains a strong sense of her own Identity and does not freely accept
an alternate identity merely because she wishes to be freed from
"1imbo."

At the conclusion of the novel, when David Lang becomes linked
to Keith and Daddy by marrying Helen, he mot only cdmpletes his own
identity, but also that of Helen Maclean. Furthermore, having
learned to accept the cycle of life, Lang is now able to help Keith
Maclean answer many of the questions arising from his own search for
identity, and may finally help Keith to understand the meaning of his
earlier question "Why does stuff have to die?" (p. 142). The cycle of
the novel is thus  complete, and as Helen and David end their quests,.

Keith Maclean begins his search for identity.
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CHAPTER FIVE .

THE VANISHING. POTNT

Tn Mitchell's latest novel The Vanishing Point, and its
 forerunner The AZien; many of the identity problems introduced in
earlier works combine to form a more unified thematic pattern.
While problems both of self and social identity have ﬂeen discussed
In other novels, the emphasis has usually rested upon the theme of
self-identity. Such characters as the Kid in Jake and the Xid,
Brian O'Connal in Who Has Seen the Wind, and David Lang in The.Ki%e,
have all been concerned with finding their place in the natural human
cycle in order to develop their own identities. While the question
of social identity has also been of concern to such characters, the
priﬁary focus has usually been on self in relation to the matural
cycle. Carlyle Sinclair, the central character of The AZien; and
The Vanishing Point is equally concerned with self aﬁd social
identities and must accept both his own humanity and his place within
society. Because his search for place encompasses both aspects of
identity, the thematic pathway is '"broader and déeper," as Catherine
McLay has stated in a recent article:
In The Vanishing Point, the quest for.truth is both broader
and deeper. For the central character Carlyle Sinclair
must not only come to terms with death and life; he must
also accept man as a social being and attempt to reconcile

the divisions between the individual and society, the
Indian world and the white.?
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. The quest for identity involving Carlyle Sinclair, a white man
who is alienated from the Indian wotrld (and; as he eventually realizes,
the white world as well), is paralleled by the search for identity
involving Archie Nigotine, an Indian alienated f£xrom the white'society
and allied to nature; yet still-unable to establish a full identity oﬂ
the reservation. The central symbol of the novel is the vanishing
ﬁoint, the artistic moment at which two parallel lines almost, but
not quite; meet, and as both Archie Nicotine and Carlyle Sinclair
progress to their quests for identity, their searches eventually
converge. Although they never fully meet because each retains his
own self-identity, a bridge of communication and understanding is
finally built between the two characters and spans the last distance
between them. Both Archie and Carlyle develop an awareness of self
which allows them to realize theif self-identities within the social
setting of the reservation. The symbols of the vanishing point and
the bridge are therefore joined together, and symbolize not only the
convergence and bridging of separate worlds and individual identities,
but also indicate the balance between each character's own social
and self identities.

The two environments, nature and thejcity, appear in The Vanishing
Point again as the basic ingredients of Mitchell's "illusoxry bubble
but they combine in the setting off Paradise Valley; a mid-way point
and hence, a bridge, between two Wobl&s; From the Valley; characters
jqurney into the city;‘which_represénts-the suppression of iIndividuality,

but is depicted as a past from which one must somehow emerge into the
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present. The problem of identity thus .becomes a struggle to balance
the two worlds, the oné In which social idemtity displaces the self,
and the other where egocentricity disallows social identity.- Each
of these conflicting worlds is represented by the two central
characters in the novel who meet in Paradise Valley: Archie Nicotine,
the Indian whose past is linked to nature, and Carlyle Sinclaix,
the white schoolte;cher who has his origins in the urban environment.
Neither can feel at home in the other's environment, and both must
find a new identity in Paradise, the vanishiﬁg'point at which the
two worlds come together. Each sets out in search of something, and’
their apparently separate quests eventually bring them together in
a new awareness of their identities.

The basic structure of The Vanishing Point is similar to that of
The Kite. In each novel the central character is depicted in a search
involving some aspect of his life, and as the narrative progresses
the search develops into a quest for identity. Both David Lang in
The Kite and Carlyle Sinclair in The Vanishing Point set out initially
to locate some person involved in their lives, and as they draw
nearer to their apparent goals they find that their searches.have
revealed a hidden truth. 1In The Kite, David Lang returned to the
rural environmment of his youth and the sight of kites in the sky caused
him to reflect upon an important youthful experience which gffected
his identity throughout all his life. Carlyle Sinclair similarly
returns in The Vanishing Point to the scene of his youth, but his
journey is to the city. Again, it is the sensual perception of

something linked to his youth which causes him to reflect upon an
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early event of great signfficance to his identity, and as Carxlyle
experiences various smells~in.théfbityﬂhe,begins to consider’ morxe -
carefully the effect which his past has had upon his present life.
Both David Lang and Carlyle Sinclafr aré men in their late thirties
who have somehow learned to fear the human cycle, and this:fear
results in an inability to involve themselves with others and form
a social identity. Carlyle Sinclair's.lack of acceptamce of the
human cycle is depicted in hié attempt to avoid or mask the physical
evidence of bodily functions exhibited by smells and signs of
sexuality. The link between smell and the human cycle is established
early in the novel:

Smell didn't have its own art.’ Why not? Individual smells

could be sorted out, then related in a register, used

separately, blended, built to a climax. Many were fumny,

some poignant. They accompanied birth, love, age, death.

A performing art maybe. (p. 6)3

Unlike The Kite, in which David Lang's past was presented to us

in one early chapter, Carlyle Sinclair continually reflects back to
his youth throughout The Vanishing Point, and the events which have
caused him to adopt the civilized world's avoidance of human functions
are discovered only in stages. However, if these are combined, we
can see that the genesis of his flight from humanity traces back to
a time in his youth when he was sent to live with his aunt Pearl after
the death of his mother. At the age of six, Carlyle learms that
white society is fearful and ashamed of its bodily functions.

"Bad smells bothered [Aunt Pearl]' (p. 306), and in the same way that

she burns string in the bathroom to cover the smell of her bowel
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movements, soclety attempts, to:hi@e;nature.under a veneer of’
civilized deodorants; "Smell must be civilization's first casuality"
(p; 133) he later ogserves.

At his aunt's home Carlyle also' is forced to feel embarrassment
over his own emerging sexuality, and in two encounters learns that
society's mask extends to those organs as well. When he projects
the image of his penis with the magic lantern, "his pecker on the
opposite wall, way largef than his father's" (p. 311), his aunt walks
in and scolds him. His father, who comforts him over the ;antern
incident, himself is angered over Carlyle's next encounter with
sexuality; after he learns that his s;n has been visiting (in order to
sell mail-order lingerie) the whorehouse at which he is é patron,
an argument ensues:

That was the thing about his father; he could not recall
any other occasion when his father had lost his temper
with him for anything he had done or had failed to do.
Nor could he remember when he had been angry with his
father—-truly angry. (p. 332)

While both his aunt and father pass on to Carlyle their own
aversions to smell and sexuality, thg schoolroom which he attends
similarly teaches him to ignore his own human identity. In health
classes the human reproductive system is dealt with "not at all;
sex surfaced only in grammar, with the personal pronoﬁn possessing:

the gerund and the chaste union of subject and predicate by non-~

thrusting copulative verb" (p. 315).
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The submergence of Carlyle's.identity to conform with society's
lifelessness is further exemplified by.the episode in the art class
ruled over by "old Kacky," the'éuthoritarian teacher whose conception
of art is "a lot like geometr L (p. 318).  Realizing that the picture
he has drawn lacks 1ife, Carlyle attempts to animate his drawing:

But very soon—Before art. period was over—-his drawing
didn't satisfy him. Empty. It needed something . . .

The drawing had to have something more--some gophers, like
tent pegs——clump of wild roses——buck brush. That was

it! A tree! (p. 319)

For his "deliberate disobedience'" . (p. 321), Carlyle is strapped
by the teacher. Afterwards, his feeling of alienmation from both
himself and society grows within him:

Here he stood by himself, and outside the office walls
were all the others properly tegether and busy all around
his own empty desk. He had vanished from them. O0ld
Kacky had vanished him from them to vanishment. And then
the rally crazy thought happened. He was being vanished
from himself . . . stepping outside and apart and walking
away farther and farther from himself, getting smaller and
smaller and smaller . . . dwindling rlght down to a point.
That was crazy and enough to scare the shit right out

of a person. (p. 322)

In one last‘asseftion of identity, Carlyle's bodily demands
overcome him and he defecates into the teacher's desk drawer. Later,
he refuses to admit to the act, and his friend Mate assumes responsibility.
Contrasted to Carlyle, Mate is a youth who is unafraid of himself and,
like Daddy Sherry, his freedom of identity emerges in his wish to
"become a famous acrobat" (p. 326). But Carlyle has learned to feel

guilt over his own freedom of action and he begins to "have the dream

in which he was approached by a flayed brigand with his arms down at
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his sides and his hands turned‘;ut"'(p. 333).

These early events, which'teach Carlyle to conform ta social
authority by hiding his own ideﬁtity«rather'tﬁan asserting it,.cause
him to become uncertain as to his own place in the human cycle and
be carries this uncertainty with him When; at the age of thirty-six,
he moves from the city to become a teacher at the Paradise Valley
Indian Reserve. The first action Carlyle takes upon entering the
schoolroom at the reserve reflects the fact that he has himself
learned to mask the matural human smells around him, and his attempt
to deodorize the room signifies his alfemation from ﬁature:

That first year in Paradise-—the coffee-can of water
simmering on the schoolroom stove, its stem carrying the
civilization of carbolic out to conquer twenty-nine active
sets of sebaceous glands at their desks. (p. 6)

Like his white predecessors at the school, Carlyle must mask,fhe
ngtural smell of the enviromment in which he is an alien. Having
arrived from the world of the city which has lost its natural smells,
he attempts to establish his own "civilized" qdours in order to hide
his repugnance of humanity. His discussion with 0ld Esau who
realizes Carlyle's facade, indicates not only his lack of self-
awareness about his own smell, but the difficulty he has always had
in communicating with people. When Esau tells him "White péople smell
too" (p. 7), Carlyle assumes he means the odour is sweet:

"How do you mean, Esau?"
"To us people, you know."
"We smell to you.”

"Cow."

"L don't . . . "
"Quite strong."
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"Oh~—milky. You mean we smell milky to you?"
It was several deliberate seconds before Esau lifted’ ,
his hooded eyes. "Hey-uh."..This time he meant no. (p. 7)

The world of Paradise Valley is a world of smells in which
Carlyle becomes lost. The smell of spring birth mingles with the
smell of death In Eéau‘s~room: and- he s surrounded by the evidence
of mortality:

Smell, Sinclair--smell left mould and wet earth, singing
with the menthol of spruce, bitter with the iodine edge

. of willow smoke from Esau's stove pipe! (p. 4)
God--how Paradise had early taught him the use of his own
nose! That lingering and contradictory sweetness must be
the civet trace of a mocturnal pack-rat; the roquefort
of feet was unmistakeable. There was mould. There was
mildew. There was the murmur of kerosene, and he was
quite certain of 'urine's high soprano. (p. 6)

Paradise Valley is also a world of sexuality, and from this aspect
of humanity Carlyle similarly is alienated. Spring is the "grabbing-
hold of" time for the young Indians, and the emerging sexuality of
the young is represented in the "Chicken Dance" which they continually
perform during school recess:

At recess they found their own boy or girl pole, the girls'
over towards Old Esau's cabin, where they sat cross-legged
on the packed earth, playing some wild sort of jacks with
willow sticks, the boys on the river side of the school-
grounds. Several would crowd into the boys' toilet with an
old washtub, beating it with peeled sticks, voices lifted

- in the cascading rhythm of the Rabbit Dance, or the swifter,
more dominant chant of the Prairie Chicken Dance. (p. 144)

The Chicken Dance, depicting "two cocks fighting for the pcssession

3.
of a hen,"” is only a game to the younger students, but as they mature

the sexuality of the dance becomes more apparent to Carlyle. When
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his favourite student Victoria.joins the boys in the dance, he
reacts violently in an attempt:to suppress her natural developmesit:
- The beginning of the next week,. he did not see her with
the boys or the girls—-at first-—and then he saw her at
the end of the Chicken Dance train, his head forward, face
turned upwards, her right’hand holding a twig to her rump
Fox pralrlercﬁlcken tail-feathers. Her elbows wexe crooked
into quivering wings...He slammed from the room. He °
~ grabbed her by the shoulder'and yanked her out of the
dance circle. (pp. 207-208) -

The nmatural and unashamed acceptance ofrbodily functions is
a part of the Indfan identity from which.Carlyle continually
recoils. As Archie Nicetine points out.to him in a service station
washroom, the white society which Sinclair represents is "careful .
what you do with this [penis]," and spends a great deal of money
"Just to take care of shit' (p. 38).

While smells and excrement in the white world are disposed of in
"square shrines" (p. 38), the sexuality of the modern world is
similarly hidden away. The attempt to hide from natural existence
iLs symbolized by the plaster animals which Luton produces, and
the glass and concrete phallic-shaped Devonian Tower in the midst of
the city. Sexuality becomes merely a replica of true human response
as described in the “fornicating horror" (p. 41) of the statues and
the "Devonian Tower thrust with stiff arrogance" above. the skyline
of the city (p. 42).

Carlyle represents the inability of the white man to return to

a true identity allied with the natural cy:le, and his failure to

become one with nature is shown in the trip he eventually makes to
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the Storm and‘Misty~canyoniwﬁeréuhgfbeéomés'weak:and disorienteé,

In the figure of Archie ﬁ?cotine the same alienation occurs when’
the Indian enters the city. Archie Is continually arrested‘in

the city and loses hiis identity. To the cab driver Archie is a
faceless Indian to be called'"Chief;" (p. 48), an attitude similar
to that of the television policeman who refers to Victoria as "one
of our fine young Indian friends" (p. 269). 1In the city the Indians
lose their identity and become, like Luton's plaster‘replicas of
wildlife, merely ornamental—-~the way white society wishes them to
appear. At Stampede time they are jlist part of the carmival attractions
to be photographed in colourful costumes.

The white attitude towards the Indian identity is carried to the
reservation by those in charge of Paradise Valley. The Indians are
treated either as children; whose iden£ity can be changed, or as
terminal cases which time itself will‘eliminate.‘ The Reverend Bob.
Dingle refers to them as 'good people——gentle——héppy——just children"
(p. 151), and like Sinclair, had used lysol and boiling water to mask
the smell in the schoolroom when he had been the teacher.

Ian Fyfe, the Regional Director of the Indian Affairs Department,
considers the Indians' identity as something which will eventually die
out on its own:

Fyfe saw the Indians—-all of them--as terminal cases to
be made comfortable as possible within the terms of ‘
the reserve system——the budget and the Indian Act--and the

civil-service machinery. All you could do for terminal
cases--wait and see if they expired. (pp. 91-92)
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As Doctor Sanders points out.to Garlyle Sinclair, the resulting
loss of identity of the Indian has provided them with "a terkible
feeling of inferiority." (p. 130); and as- Archie recognizes;:ﬁhe'i
white society prefers the Indians to.sustain the feeling of inferiority:
UWirh white people it's easy for us-people to be ashamed in front of
them . . . I come to a conclusion--they want it that way" (p. 296).

Both the white officials and ;omé;bthhe older Indfans recognize
that the present Indian identity is in the midst of a change and
that the children are the ones whd must-.eventually find a new
identity. FEzra Powderface echoes Fyfe's comment that "If there's
hope for them, it lies in theik children" (p. 121), when he obéerves:

"The old Indian good-livin' and the new white way——theée
people are between that now : . . but Thou take the young
ones . . . the kids and the like of that. These are the
ones! . . .These are the ones who will live the white
way - « . " (p. 126)

Powderface's sermon however, calls not for the Indian to
establish a new identity of his own making, but rather to accept the
identity offered by the white society. His wish for a future in that
world is as impossible as 01d Esau'é dream of "leading his band, to
find.the happy days that they had lost" (p. 108) in the canyon.

The Indian's loss of identity is symbolized by the drying-up of
the Beulah Creek Whibh has its headwaters in the Storm ané Misty
cényon. Like the seismic crews which are responsible for the stoppége
of the river, other white men have denied the identity of the Indian.

Faced between two worlds, one to which they are denied access because

. of discrimination, and the other which is too far in the past for
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them to return to, the Paradise Valley Stonies are in "limbe' of
identity similar to that which Imprisoned David Lang in The Kite.
Like Archie Nicotine, Carlyle Sinclair's struggle for identity is one
of finding a place in which to realize. himself, and both. chatractexs
are seen in a quest for identity which will finally bring them'
together at a vanishing point.

The physical quest which Carlyle Sinclair sets out upon is not
the journey from which he ultimately returns. Like David Lang, whose
initial search was for a magazine articlé, and who ultimately found
a message of understanding he had not expected, so Carlyle's quest
becomes more deeply involved with his own identity. 1In his search for
Victoria Rider, who has left her hospital position, Sinclair finds
himself moving backward through his own consciousness to the events
of his youth, as well as through the physical‘surroundings of the
city, the reservation, and the Storm and Misty canyon. He does not
recognize the true dimension of his quest until late in the novel:

The loss of Victoria has shattered something inside him.

He knew that now. He knew he was not trying simply to

find her. He knew that he must put back together something
he had been trying all his life to keep from being
splintered--broken beyond repair. It was something
mortally important to him, and it had never--ever—-been
whole for him really; Aunt Pearl and 0ld Kacky had seen

to that. And his father. (p. 323)

Victoria Rider had become important to Carlyle in the schoolroom
because he had seen in her, as had others who believed the hope of
the Indians lay in the young, a chance to establish a vicarious

identity in her development. By forming Victoria into a replica of

the white aspirations for Indian children, he might accomplish one
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cexrtain thing as a result of his.work on:the reservation.. By -
educatiné her and sending heir to tﬁeiéity; he felt that- “For the
first time two worlds had merged " (p. 216). But what Carlyle has
really been attempting, rather than a bridge between the two worlds,
is to try to implant his own fears and aversions into his student.
He wants Victoria to deny the naturalness of the Indian lifestyle,
and his act of pulling her out of the Chicken Dance indicétes that he
is willing to use force to mold Victoria's identity; Although ﬁe
has been: able to reform much of her outward appemrance and sends hex
into the white world dressed accordingly, Victoria's eyes are
a reminder that there is something within her which he cannot erase
or disguise:

When he took her into the city to begin training in the

hospital, she wore the navy suit with lace at her throat--

high heels. Just the eyes now! Not much--just a :trace

of smoke in the eyes! (p. 238)

The first portion of Carlyle's search for Victoria takes him to
the city where he iIntends picking her up at therhospital. Before his
arrival at the hospitgl he stops for a traffiec light, and the
description of the movement of the urbanites becomes an interesting
contrast to the lively dances of the Indians. Like other symbols
of sexuality and vitality in the white world, the dance of the traffic
is a pale, mechanized imitation of the natural vigour of the Indiams:

The light had just turned red as he reached the intersection;
he remembered it as a long and complicated one, green and
red alternating WiFh lighted arrows. Now It was the turn
for cars on the outside lanes to his left and to his right

to move out to the centre, meet opposite partmers, swing
and pass each other in opposite directions. (p. 57)
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Carlyle realizes that the time he has spent on the reservation
has alienated him from the sociéty of.the city: "They weren't.
freaks——exactly--but they were somehow exotic and unrelated tq:him;
Nine years in Paradise Valley had set hilm apart with this perspective "
(p. 58). He recognizes that life in.the city is only a countexfeit
replica of existence, as portrayed’ in.the huge shopping mart he
visits:

Why was it—-in a city with over a quarter of a million
population--he always saw the same people in the Super
Arcade. He did again and again, their faces calling out
to him for rememberance . . . .he'd figured it out; there
were people who lived in depariment stores and supermarkets.
They were born in Infants'! Weatr; they grew up through the
difficult and insecure.years of adolescence in Teen Town;
were married in Bridal Belles.,: They bought their contra—
ceptives and douchés and sanitary napkins in Drugs; ate
and slept in Furniture and Bedding; their dishes came from
Glass and China . . . " (pp..61-62)

The search for Victoria in the city also brings Carlyle into
contact with several "lonely accosters' (p. 63) who try to converse
with him, but his inability to.communicate with them fuxther findicates
his alienation from individuals as well as from society as a whole.
His first visitor at the hospital causes him to recall others who
have tried to reach out to him:

One of the lonely accosters; it always surprised him How
often—-in restaurants—-wailting rooms--on elevators——at
bus stops—-people initiated conversations with him—-
spilled precious intimacy . . . He must disappoint them,
because listening was an active act, and he wasn't any
good at it. (p. 63).

From the hospital Carlyle goes to' visit Fyfe, the Indian Affairs

official, who tells him to return to Paradise in search of Victoria.
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The orchids which Fyfe raises are symbalic not only of the gverall
attempt of the white sociéty to rearrange the natural 1ife of .the
Indfan, but on a smaller scale portray-Carlyle's own desire to' change
Victoria, a parallel he begins to see In his own discussion. By
questioning the failure of Fyfe to produce a perfect orchid, he is
actually questioning his own right to.establish Victoria's identity:

"And that colour——just: speciés'colour~—it s §lightly

larger than species, but that's.all you can say for it.

Complete miss.""

"Who says?"

. « « "I do—-any Breeder would--or show-judge."

"What's the orchid say, Ian?" . . . "You're trying to--fox

something that hasn't got something to do with what the

orchid Wants.” (p. 85)

Returning to Paradise Valley, Carlyle is led to believe that
Victoria's family has travelled to the Storm and Misty canyon, and
his search leads him Back to the source of Beulah Creek. He realizes
that there is an ancient mystidal quality to the area and "Here a hero
could seek vision and solution" (p. 108); but the only thought which
comes to him is one of confusion and anger over Victoria's apparent
disloyalty to him: "Why had she done it! And what could he do for
her! Why had she failedl" (p. 109).

When he arrives back in Paradise Valley, a new smowfall
illustrates the fact that the spring which had heralded his embarkation
upon the quest was false, and symbolizes the return of his own feelings
of self-doubt which had begun to disappear when Victoria had first

been sent to the city. The snowflakes themselves indicate the loss of

identity which he suffers in thinking that Victoria has become lost
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in the rush of city society: "Individual flakes had become
indistinguishable, just loosed from above without identity, myriads
bewildering with vertigo'" (p. 114).

In the next stage of his search, Carlyle returns to the city
where he realizes that he cannot recall what Victoria looks like.
Having remade her into a reflection of white identity, he is unable to
recall that false picture. Instead, it is the memory of smell, the
true evidence of her own Idemtity, which he remembers:

Now, he could not find her even within himself. When he
tried to summon her face behind his closed eyelids, he

could not manage one cue . . . she had been erased from
within himself! Then the smell stole to him--a subtle

‘musk that he couldn't identify at first--it belonged to
August and to elliptic, silver.leaves--wolf willow! But
that was not the right perfume, for it didn't have the light
willow sweetness; this was more like the faintest drift

of smoke. (p. 263)

Throughout his search, the sense of smell becomes Carlyle's
link to the past. The hospital smell reminds him of "his father's
surgery; it breathed through the pre-med lab of his university days"

" (p. 63), as does the "depot, with its seated and waiting people"
(p. 301). The bus depot, like his father's surgery, has "the same
expectant air--arrested people each with his own inward and urgent
concern" (p. 301). Like other aspects of the city, the depot reflects
the lack of communication between people:
Unlike airports and railroad statiomns, this was not a place
where people met people. The buses unloaded outside; the
depot doors opened and the passengers entered, looking

slightly dazed, as though they had just stepped bewildered
from a car wrecked in a highway accident. (p. 301)
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The connection he draws from the' scene at the bus depbt.ieads
Carlyle to see the loss of identity of people when they become merely
replicas of life:

The child on stilts.  Some sort of child's game? Statues—-
oh God yes-~that was.it--bodies frozen--he and the bus-depot
people and the Stonys—-all-men--held frozen. They must
not move--they could not.move~-not a muscle--an eyelid . . .
The game held delight for .the one who was It, a delicious
sense of power over others.’ It must have been a game that
Aunt Pearl had loved when she tas a little girl. (p. 302)
Like Aunt Pearl playing "It' in a game in which she turms Carlyle

into a "statue,"

so too the Indian Affairs officials and agents freeze
the identity of the Indian. Eventually Carlyle will find that he has
attempted the same transformation of Victoria. It is at this point in
the quest, after his memories of the time spent at Aunt Pearl's
home and the schoolroom remind him of his own alienation in youth,
that he realizes his search has broadened: "He knew he was not simply
trying to find her" (p. 323). In searching for Victoria he hés been
trying to assure himself that all is well and that her safety will
confirm his belief in..the system he represents:
Victoria Rider had grown essential; he must find her and
must do it to save himself as well. He could not tell
which drove him more, his own need or hers. If he were
honest with himself-——probably his own. (p. 323)
The gradual realization that what he has done to Victoria is
similar to the actipn others have forced upon him in childhood causes
Carlyle to retreat’ temporarily into alcohol, the same escape used

so often by Archie Nicotine. He awakens in the morning and meets

Heally Richards, '"the negative man" (p. 281) he has briefly encountered
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in the city. Richards is a vital link between the two quests :
which are simultaneously taking place in the narrative;‘for both
Carlyle and Archie become associated with Richards. Also, many of the
youthful experiences of Richards are similar to those in Carlyle's
life, and as Catherine McLay has pointed out: "Heally's failuré”leads
to Carlyle's recognition of his own personal failure."4
Richards is a faith healer who nqt only promises to resurrect 0ld
Esau, sut also has the power to return the senses of "taste and
smell” (p. 348) to his believers. But Carlyle sees that Richards
is part of the same dehumanizing group as others who wish to exercise
po&er over the identities of individuals, and Richard's sermon reminds
him of his past and reflects his own present wish to change Victoria
to suit himself:
Aunt Pearl had given him this feeling when he was a child.
What was ft? Not that she had disliked him--hated him——
not that clear--as though there'd been a halo round her-—-
or the absence 6f one. That was it--Heally Richards had’
no compassion halo. He was ordering them into a moral box
to suit himself only--not them. (p. 354)
As Archie Nicotine had earlier commented to Carlyle, '"Whites
herd better" (p. 28) than Indians, who stubbornly refuse to give up
their individuality, and at the climax of Richard's sermon Carlyle
recognizes the "herding' quality of the white audience and desires
his own release from the "bonds of self" which have held him. It

is again, as in other novels, the description of an "explosion"

which heralds the sudden awareness he feels;:
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He'd been here before; .the.goft explosion of recogaition

' was unmistakable . | . ,“The voice riding high over’ the’
congregation’ chorus kindled only resistance in his—— :
unwillingness to be’ urged--like a cow, turning off, now one
way and now anothelr, .refusing.to be herded by the voice
behind . . . He'd heard that lyric ecstacy that decayed
to frightening anguish; he'd heard it flow from others no
longer able to keep their own plight to themselves—~-or
rheir own delight at relea31ng it when the bonds of self
had been broken. Oh, .God--oh, God--if only his own could
be! (p. 358)

‘As Carlyle's own sense of himself begins to emerge, there is
a, great irony in the fact that another member of the congregation
jumps up to exclaim "Praise His name T smell again!" (p. 359), for
the masking of smell has been one of the iImportant outer signs of
Carlyle's inner masquerade.

The climax of the sermon is also the culmination of Carlyle's
search for Victoria, for afterwards he meets her on the street. She
tells him that his attempt to make her return to the 1life he has
envisioned for her is impossible because of her prégnancy. In telling

him that "You are asking me to turn the mountains upside down . . .
Stop the spring run-off" (p. 364), she is really pointing to his
inability to accept the natural cycle (represented by her baby) and
his powerlessness over that cycle.

When Carlyle lets her go and returns to his room he realizes that
"he was not one bit different from Heally Richards" (p. 366), and

what he had been teaching the children on the reservation was not

at all suited to their own identity:
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He had never helped them--really—-~how could he have——
without knowing. Till now. His Samaritan role was
nothing. What a fool he'd beeh just to feed, just to
clothe——to keep alive only. They perished and he taught
them arithmetic; they thirsted to death on their time
desert and he gave them reading and spelling lessons.

(p. 366)

Carlyle's new awareness causes him immediately to despair that

he will be able ever to accomplish anything on the reservation, and
leads him to conclude that "nothing could be done at all" (p. 367).
Esau's recent physical death thus parallels his own inmer deaéh of
spirit, and when he returns to Paradise Valley he is ready to face

even the prospect of his own physical death:

Y

He was very tired. He had held himself against the current
too long; all he wanted to do now was to give up and be

swept away. He had lost all will for living—-for self-
determination. His life had been long illness, survived with
energy left only to let him breathe and to be. His body
must bother him no more with any of its minor or major
hungers. (p. 376)

But true spring is returning to the valley, and as Daddy Sherry
has stated in The Kite: 'Man can't go an' die in spring."5 Like the
robin which cailed Daddy back to life, and the ruffed grouse which had
drummed out "its invitation to join the liwving whole" (p. 3) for
Carlyle at the beginning of the novel, the sounds of the drum call him
to join the dance of life and fertility:

Soft—~-~distant——the dim pulse came to him. He listened,
then clearly recognized the bump of the dance drum. He
got up and went to the kitchen door--opened it. Spring's
cool breath carried to him the wild drift of the Owl Song
pure upon the night. (p. 380)

Responding to the rhythm of the dance drums, Carlyle's thoughts

echo the cadence of the Prairie Chicken Dance:
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My child--my child! Oh God, you were my child! How I
Loved you--loved you--till he took you--took you! Now
all will take you--all--all--all! (p. 382)

The drums which recall him from spiritual death dispel Carlyle's
alienation and he recognizes that "He did belong with them" (p. 384).
As Catherine McLay has stated "The revelation is sudden . . . in
accepting responsibility for others he enters a mew social unity,"6
and he realizes that man iIs the one being which is able to construct
bridges of communication between himself and others:

Man lifted bridges between himself and other men so that
he could walk from his own heart into other hearts. That
was the great and compensating distinction: man did--the
jack-rabbit, the badger, the kill-deer, the weasel, the
undertaker beetle, did not. How could he have forgotten
that! (p. 385)

By submitting to the rhythm of the drums and dancing with
Victoria, Carlyle has left the false identity of the white world
behind him and entered into a new closeness with himself and the
Indians. When he sleeps with Victoria he also accepts his own
sexuality, and the next morning the ruffed grouSe'again awakes him
to spring and the description of its sound "as though his own pulse
had drummed" (p. 387) indicates a new oneness with nature. By finally
erecting a bridge between himself and the Indians he has eétablished
a new social identity, and that identity and his awareness of a free

and sexual self meet at the vanishing point when he decides to

marry Victoria:
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Why had he taken so long.to know? There must have been
some. hidden awareness—+long unadmitted. But why hadn't
he admitted it sooner--given himself to it--and to hek?
His 1life just hadn't.taught him how. It had given him
the wrong commandments: be loved--don't love; tell——
don't ask; take-—don't.give : : . Tell you what, Aunt -
Pearl and Fyfe and 0ld Kacky and Ottawa——I1'll marry heér;
isn't that something to transpire: the union of two--no-—-
two and a half in the holy bonds of matrimony! (p. 388)

The rebirth of Carlyle's identity is symbolized mnot only by the
smells and sounds of spring but also by the revitalization of
Beulah Creek which has somehow overcome the effects of the tampering
by the white seismic crew. Like Carlyle, the creek has asserted its
own natural identity over the forces which have impeded its existence.
At the same time as Carlyle notices the revived waters of the creek
flowing through the reservation, the sounds of Archie Nicotine's
truck intermingle with the natural sounds of spring, proof of the
rebirth of Archiet's automobile and the end of yet another quest.

At the beginning of the novel, as Carlyle began his journey into
the city in search of Victoria, Archie Nicotine caught-a ride with him-
in order to enter the same setting in a quest for the "Rings and

_rebuilt carburetor" (p. 12) which he must have to repair the truck he
had brought back from the city two years before. Archie's inability
to incorporate functionally certain aspects of modern white society
into his own identity is symbolized by his failure ever to return from
the city with the parts for the truck. On several occasions in the

past he had attempted to bring back the parts, but each time had

ended up wasting his moneyron'beer in the Empress Hotel and spending
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time in jail. Because of his failures, Archie has developed feelings
of imferiority in;the‘whiteZWOrld; evinced by his thought that ?Vhite
was: lucky; red was not" (p. 26). His feelings have made him defensive,
and he attempts to establish areas in which Indians are superior to
white men: "The whole situation is red stomachs are superiof to « .« .
white stomachs" (p. 27). Although Archie wishes to maintain certain
aspects of his Indian identity which he feels are superior to white
society, there are segments of the white world to which he is drawn.
The truck is'evidence of the ability of whites to produce useful
items, and he desires to hérness the yehible to hisiown use.
"Anything you people make is superior" (p. 27), he says to Sinclair, but
believes that it is only "White luck" (p. 27) which accounts for the
ability to produce modern conveniences.

Archie also wants to believe in the promises of the white
religions to perform miracles and his other purpose in visiting the
city is to find Heally Richards and have him save Old Esau from death.
Archie is a "religious joiner," and has '"'been in turn: original
Methodist, Presbyterian, United, Baptist, Pentecost, Mourmon" (p. 17).
Archie's faith in white technologyraccounts for his similar faith
in the promises of Heally Richards, for he insists that the radio
would not carry the message if it were not true:

"T never seen him do ft, I just heard it ovef the radio.

What I mean is, they wouldn't let him onto the radio if
he couldn't do it." (p. 18) '
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To Archie, the haaling,methgdé of \Heally Richards are moxe
acceptable to the Indian than is the white technology~of'medicine as
practised in the hospital. "Us people don't like to go in hospitals"
(p. 20) he asserts. Held in Limbo between the old world of his
ancestors énd the new world of white technology, Archie tries to
" allow only those portions of the white Wworld into his identity which
he feels will be helpful to him on the teservation. His eclectic
search for a new identity is hampered by his belief iﬁ the power of
white religionists such as Heally Richards to provide the salvation
for himself and his people, and until he finaily realizes which
aspects of white society can be of use, his quest is unfulfilled.

When éarlyle lets Archie off in front of the Empress Hotel, the
lure of the bevérage room comes to Archie in terms of his own world in
Paradise Valley:

| He caught a smell sweet as wolf willow, from the woman
who pushed past him into the Ladies and Escorts door of
the Empress, her perfume winning over beer bloom through
the opened door. Buh-beer--buh-beer--buh-beer—--it beat
in him like a Chicken Dance drum. (p. 47)

Forcing himself away from the place where he knows his own
identity will disappear into the sea of forgetfulness offered by
the beer, Archie takes a taxi to the tent occupied by Heally Richards.
In effect, glthough he has not realized it, Richards offexrs the

same mind-lulling enjoyment to the white society as the beer parlour

offers to the Indian.
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Archie's .desire is to.return to.the reservation with,éomﬁthingr
from the white world which will benefit his people. However; Richards
informs him that the people must' c¢ome to him:; '"No--they come to. me--
people-—from the city and from the' country. Tﬁey come to meﬁ (. -54).
After being turned down in his request.for Richards to visit Paxadise,
Archie sets out to find the parts' for his truck. But he sStops instead
at the hotél where he meets Gloria and. Norman Catface; two Indians who
have accepted the city and as a result have lost the identity they
once had on the reser¥ation. Norman and Gloria represent the Indian
who has perverted the naturalness of sexualitf for the lure of
prostitution and alcoholism In the city. As Archieﬂpoints'out, they
are aliens not only in the éity; but "They would both be trespassers"
(p. 55) if they returned to the reservation. The CatfacesAare lost to
both worlds, and Archie recognizes that they are "tied up in é sack"
(p. 289) without an identity in either world. After seeing the
Catfaces, Archie avoids spending time in the beer parlour and leaves to
pick up the truck parts. Ironically, it is not the drunken effects of
the‘beer which cause him again to be arrested, but rather the need
it produces to urinate, resulting in his arrest for indecent exposure.
Responding to the same mnatural impulse which had caused the young
Carlyle Sinclair to despoil 0ld Kacky's desk, Archie urinates in the
parking lot and is punished for his actions.

As he later points out to Carlyle, Archie has "learned someghing
new this time" (p. 112), for he has experienced the frustration of

civilization's attempt to mask the bodily functions, and the
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dehumanizing power which is braught'to_Bear upon the individual who
attempts to disobey. Like Catlyle;:Archié has learpeé that th%'éity
enforces other rules than the Liquor Act.

When Heally Richards pays Archie's.bail it is because he Wishes'
bim to find the Catfaces for him. - He Is not interested in curing 01d
Esau, but rather wants the two Indfans.to become symbols of his
ability to enforce his own sense of morality upon others. Archie
begins to lose faith in Richards when he listens to his next sermon,
a sefvice he witnesses in person instead of thrqugh,thé medium of
the radio. TIn person, Richards does not hold the same sway: "So
far as Archie could tell, Heally Richards didn't sound so much
different from what a continuing Methodist did-—-or Baptist—-or
Nazarene-—or any of the others he had ever taken a try at" (p. 257).
He‘recognizes that “"Beer made him feel the same way" (p. 260) when
he experiences the emotion of faith in the tent, and on his way out
"jerked off a couple of Chicken Dance steps" (p. 261) in confirmation
bf his own identity;

Although Archie's faith in the white man's religion is failing,
he still brings 0ld Esau "across the suspension bridge (p. 341)
and into the city. On the way, Esau dies, and Archie's faith is :
finally destroyed when Richards fails to restore life to the dead.
Archie, in accepting the fact that thé white religion is no more
powerful than that of his own past Indian goés, no longer searches for

easy solutions in the white world, but iInstead returns to Paradise
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Valley to take a new interest in Ris role as band councillor. At -
a meeting of the Indfan council he stands up and asserts his identity,
pointing out that without the land in Paradise Vallef the Indian
identity will be lost. His speech draws a parallel between the loss
of identity of the Catfaces who are "in a sack" and the situation which
will occur #f the Indifans in the valley do not assert their own
identity before they are swallowed by white society and become part
of the "herd."

"I am a duly elected councillor. My grandfather was

a chief. God made this land and the mountains too, and

that's why T think we are born red and why we belong here.

Our blood is In the ground and hills. Our great fathers

-were burifed there, and we want to live here with them.

We can't leave these hills, but now without enough land

we need we are just like in a sack. We got to untie that

sack. (p. 378)

From an Indian whose inability to function in the white world
led him continually to be jalled in the city, Archie has grown to
accept his role as a leader of his people. The death of Esau Rider,
an aged leader who would have led his people backwards to the canyoh,
coincides with the rebirth of Archie's identity. Archie will lead the
Stonies forward in a new assertion of identity, incorporating those
portions of the white world which, like the truck, will be of use,
but retaining the Indian's own identity with nature.
As Archie's truck "exploded and exploded and exploded again"

(p. 392) the two figures of Carlyle and Archie are linked together

in a sense of Identity which brings them together at the vanishing

point located on the reservation. Both have realized their true
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roles in relation to the Society they have chosen to live within, and
both have overcome the obstaclés to self-identity which alienated
them from society and self. The bridge which has been er'ec'te;:l between
them is based not on weakness but on strength, and neither will have
to be supported by the other withouf carrying his own load.' As
~Archie comments to Carlyle;’ "Woﬁ'-t:MVe‘ to impdse on you for a ride

any more Sinclair." (p. 393).



FOOINOTES.TO CHAPTER FIVE

1 It should be mnoted’ that.the' character of Carlyle Sinclaiyx as
he appears in The Alien is somewhat different from his appearance'
in The Vantshing Point. In The:Alien. as It was published in
Maclean's Magazine (September’ 1953 .through January 1954), Sinclair is
a half breed who returns with his wife and son to the reservation on
which his mother had been Born. Becaise of the dual identity inherent
In his birth, the two worlds of the reservation and the city pull on
him more forcefully. There Is thus an added dimension to his search for
identity, although the conclusion of the novel is similar to that
which we have seen in The Vanishing Potnt. In both novels he
emerges with new sense of himself and his place on the reservation.

In order to explain Mitchell's comment that he became dissatisfied
with the conclusion of The Alien (see page 7 of the Introduction to
this thesis), the reader is referred to:a manuscript copy of
- The Alien which exists as part of the collection of Mitchell's
papers recently purchased by the University of Calgary and now
residing in the Rare Book Room of the university library. The .
conclusion of the novel in manuscript.form suggests Carlyle Sinclair's
eventual suicide, and therefore presents.a much different p01nt of
view concerning the theme. For reasons-already outlined im my
introduction, T have chosen to delete this statement on the theme
of fdentity from this thesis as not belonging to the discussion of
Mitchell's continuing thematic pathway.

2 Catherine McLay, "The Vanishing Point: From Alienation to
Faith," manuscript copy, p.:1l.

3 W. 0. Mitchell, The Vanishing Point (1973; rpt. Tormnto:
Maemillan, 1975), p. 6. All subsequent references from this edition.

4 Bernard S. Mason, Dances -and Stories of the American Indian
(Wew York: Ronald Press, 1944), p. l44..

> Catherine MclLay, p. 20.

6 W. 0. Mitchell, The Kite (1962;. rpt. Toronto: Macmillan,
1974), p. 1l62.

7 Catherine McLay, p. 23.



CHAPTER SIX

CONCLUSION

In the Introduction to this thesis W. 0. Mitchell was quoted as
saying tgat he considers-£he conclusion of the jﬁurney through the
bubble less important thén the jourpey itself. By emphasizing that
UIt isn't the truth that's important so much as the illusory journey
ta that truth, through the artist's illusion bubble,"l Mitchell

‘affirms his personal belief that art is its own truth. Therefore,
while it is a worthwhile part of any journey to reflect bagk upon

the distance travelled and the scenery and characters encountered, it
is not neceséary that the thematic pathway followed through Mitchell's
four novels lead to any suddgn new truth about the question of

man's identity. Throughout the journey we have seen that the author
continually expresses the neéd for the individual to gain an awareness
and understanding of himself and his place in the community, and

the question "What is the way to understanding? Is it through
intuition or is it through reason?"? is raised. Characters such as
the Kid and Brian O'Connal rely on intuition rather than reason to
gain a new understanding of their identity, but it is also evident
that reason can lead to the same awareness. Qlder characters such

as Digby, David Lang, Carlyle Sinclair and Archie Nicotine all

arrive at a new sense of identity by reflection and reason. What

!
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Mitchell seems most oftem ta be stating.is the heed for balance,

not only the balance Betweeh'reaéon:and intuition; but also:the':
equilibrium of identity. His statement ¢oncerning identity expresses’
.the need for the individual first to develop a self-identity and then

to functionally incérporate selfhood into a social identity and

become part of a 'living whole." TIndividuals, faced with the often
awesome realities of 1life in the vast expanses of the Canédian landscape,
must join together iﬁto social units to ensure their own survival.
Without such unity, man is merely the "fly on a platéer" as expressed

by young Brian O'Connal. But society can be a dangerous force acting
against the individual, ;nd the inevitable city life which is the‘
ultimate outcome of man's desire to form groups and establish authorit&,'
can become merely a facade of real life,’ as witnessed by Carlyle
Sinclair's observations in Calgary.. The city can envelop the individual,
but Mitchell does not Imply that the answer for man is therefore to
escape into nature. The wilderness is an environment which shapes
self-identity as the individual becomes aware of his closeness

to the natural cycle, but we have seen its mnegative effects on man

as well. The Bens and Saint Sammy are extreme examples of the
disorienting effects of nature on the human psyche, and characters

such as the Kid, Brian 6'Connal, and Carlyle Sinclair all experienée
;ome form of dislocation when exposed to nature. Mitchell uncovers

the malevolent sides of both nature and the city, and the individual
cannot flee from either environment. Nature is an fmportant part of

us all, but we cannot live alone. Instead, the self-awaremness which
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results from an understanding of the natural environment must be
carried into the community as a selfnidentity: This self-identity,
when firmly establisﬁed; is both our liﬁk with, and protection from,
other individuals. The two worlds balance only when identity is
balanced.

While the effects of environment on-identity is a central focus
of Mitchell's novels, he also.draws attention. to the problems faced
by various characters as a result of their age. Jake, Mrs. MédMurray;
Daddy Sherry and 0ld Esau are all presented as characters whose old
age is an impediment to thefr assertion of identity. While each is
awdare of his or her particular identity, society attempts to redefine
their role in the community and disallow their freedom to affirm
self-identity. As the old are paésing out of the cycle, the young are
emerging into the world, and the authority exerted by society is seen
as a similar obstacle to the identity'of youthful characters. Mitchell
develops a pérallel between the two struggles of youth and old age,
and the two extremes of age are continually linked tqgether in their
struggles for identity. The companionships between\Jake and the Kid,
Brian O'Counnal and Mrs. MacMurray, and Daddy Sherry and Keith Maclean,
emphasize thercommon bond which grows as youth and old age struggle
for identity.

It is important to mote that Mitchell's central characters as
they appear in separate novels are all linked together through the

author's technique of describing their particular episodes of sudden
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aw.areﬁess , and through his use’ of .the &ommon symbol of the’irind.
In the first novel, Jake and tﬁé'Kid; the Kid experiences his elation
over a new-found freedom of identity when his "chest neakly bust"
(p. 142). His sudden exultation is similar to Brian O'Cohmalls
"explostons of feeling" in Who Has.Seen the Wind; and the. description
of an "explosion" again signals young David Lang's artificial
attempts to induce emotion in The Kite; Similarly, at the conclusion
of The Vanishing Pbint,‘Carlyle Sinclair experiences a ''soft explosion
of recognition" which indicates his new awareness, and Archie
Nicotine's truck "exploded and exploded and exploded again' to herald
the fact of his new fdentity. In each case Mitchell uses the sudden
burst oxr "explosion" to indicate the Important stage of identity, and
it is interesting to note how this technique forms a part of his own
fdentity as a writer. In conversatfon with Donald Cameron Mitchell
explains how he attempts through his writing to create "explosions"
within his creative partner, the reader:

If the artist allows a creative partner to complete the

art experience, that is where the real magic happens.

The writer deals in provocative cues to character or to

people; it's as though the writer mines his piece of art

with triggers, and the explosion takes place within

the creative partner. The reader, without knowing it, is-

subconsciously contributing to the character concept.3

Just as the characters in the bubble experience their awareness

through "explosions,"” Mitchell allows the reader to participate in’

his created world more fully, and his illusion is therefore more

artistically drawn.
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In addition to' the common explosions of feeling which link the
central charactérs pogéther;‘Mitchell utilizes his primary symbol of
the wind throughout all of'the'hovélé;.and its appearance Is again
a reminder that the thematic pathway is a continuing statement of
a universal‘problems In the chapter on Jake and the Kid; we discussed
the wind as an emotional aspect of nature which parallels the Kid's
inner emotions .' Similarly; in Who Has Seen the Wind,. the use of the
dentral symbol intensifies, and permeates the entire novel as a
reflectién of Brian O'Connal's growing awareness, representing the
experience and spirituality so vital to self-identity. In The Kite,
the central éymbol is the kite itself, but Mitchell is careful to
‘show that the wind is necessary for its moveﬁent, and it is the wind
which animates man's existenée:' The sense 0f smell is a prime factor
of identity in The Vanishing Point; and to Carlyle Sinclair it is
the evidence of his own humanity. Again, it is the wind which
carries the smells of mature and man to Sinclair, and is thus the
spiritual force giving ;ife torthe senses. In each novel, the wind
is a vital symbol of the universal cycle in which each éharaéter
must realize his own identity, and because of its continuing function
in the overall bubble which Mitchell createé, an important thematic
link is created between each of the novels.

Because Mitchell's novels are bonded together through similar
environments, characters and the central symbol of the wind, the theme
of identity which further links the novels together is more easily

traced. Since each bubble s really a part of a larger whole, the
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theme of identity is fully sustained. When we look backward over
the thematic pathway which we have foilowéd through his novels, it
is thus easier to see that the theme of identity is a broad statement
of a problem which concerns not only the characters who remain within
the‘illusory bubble, but; because the pathway has broadened, perhaps
comments upon the larger problem of Canadian identity as a whole.
There is something very "Canadian" about Mitchell's exploration
of the theme of identity. Although Mitchell himself denies the fact
that he is a ''regional writer,"4 and while it cannot be said that
problems of identity are uniquely Canadian, his novels ‘do reflect an
important national struggle. Canadians are faced with the reality of
a large landscape dotted with isolated urban centres. In most of
Canada the individual is surrounded by the natural environment, yet
equally submerged into a social pattern; Canadians are therefore
forced to accept both environments as part of their identity in
order to achieve complete harmony with their world. As the in&ividual
becomes mére and more invol%ed in the pattern of authority in the
nation as a whole, self-identity can clash with social obligatiom,
and the necessity of balance becomes more essential. In The Canadian
Identity, W. L. Morton discusses the importance to Canadians of
maintaining both their individuality and their place in the growing

society:
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The personality of . the.individual citizen, then, is the
object of the justice the sState exists to provide and of
the welfare society exists' to’ emsure. The individual
thus possesses the ultimate autonomy, since he is the end
to which both state and soclety are means. But that
autonomy carries with It a sovereign obligation to’ respect
and safeguard the autonomy of his fellows, primarily by
manners, which are dealings of man with man, and secondarily
through the social and political order. So reciprocal
and deikcate a complex of justice, welfare, and good .. -
manners may function'onlg in an organic unity of state,
society, and individual.

Mitchell's illusory bubble is a microcosm of the Canadian
society. Within the world he creates, individuals from various
cultural backgrounds all face their own problems of self-identity and
struggle to develop a mew social identity in a community inhabited
by people from various countries whose identity is reflected in their
past. In Mitchell's world the names of characters are indicative of
the separate cultural identities which form the new Canadian‘community,
and Wong, Svarich, O'Connal, Lefthand, Sinclair, Luton, and McLachlin,
all must find a way in which to retain their own self-identities
vhile combining their efforts to shape a new social identity. In an
article entitled 'Boil Me No Melting Pots,"” Larry Zolf has expressed
the difference between Canadian and American identities, and points
out that while the United States attempts to fuse peoples from
various cultural identities iInto a new "American" identity, Canada
remains a country in which individual self-identity can be maintained.
Although he .makes it clear that Canada is still seaxching for a new

identity which will allow ultimate freedom of separate idemtity while

a new social fdentity is established, Zolf makes it clear that a
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struggling Canadian identity is.to be preferred over the "melting
pot" of the United States which demands conformity to an American
way of life in which national fdentities disappear. In discussing
his own problems of retaining a Jewish Identity while living in
Canada, Zolf is really articulating the problems of all Canadians
who have differences of identity, and it iIs apparent that he prefers
a country which has at least not attempted to submerge his identity:
Canada has not yet bought the American Dream. It's still
a conservative country, the land of particularity. I
know the Hebrew particularity ain't quite as yet the equal
of other particularities. I know that living here is
still a trip backwards In the Time Tunnel.
Still, I'm glad to be here and be a Canadian, whatever
that word means. L'd rather be somewhat of an outsider
in Canada than an egual, accepted participant in the
American Nightmare.

Through his writing then, Mitchell has created not only an
artistic bubble which proves his worth as an author—magician capable |,
of fine illusion in any country, but has also presented a theme which
is at once universal and yet somehow particularly Canadian. His
identity as an artist is shown in his writing, and his own particular
self-identity can be recognized in the eventé, settings, and characters
which he draws from personal experience, while his broader social
identity is reflected in the universality of his chosen theme. By
combining his identities to produce his novels, Mitchell himself

achieves the balance of identity which he has shown to be so important

to survival.



FOOTNOTES. TO CHAPTER SIX

L Donald Cameron, "W. O. Mitchéll:  Sea Caves and Creative
Partners," Conversations With Canadian Novelists (Toronto:
Macmillan, 1973), p. 52.

2 1pid., p. 6L.

3 1pid., p. 53.

4 Patricia Barclay, "Regionalism and the Writer: A Talk With
W. 0. Mitchell," Canadian Literature, No. 14, Autumn 1962, pp. 53-56.
In this interview Mitchell discusses various reasons why he does not
feel the label of "regionalist" suits him in relation to his writing.

> W. L. Morton, The Canadian Identity (Toronto: Univexsity
Press, 1961), p. 113.

6 Larry Zolf, "Boil Me No Melting Pots," Canada: A Guide to the
Peaceable Kingdom, ed. William Kilbourn (Toronto: Macmillan,
1970), p. 156.
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