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This study exsmines in detail a neglect;ed srea of Canadian .

’ writing, the short story, and a’ neglected aspect of the art of Sinclair
. R \

. and novels, but on the stories themsel\res as together forming an inde—
.-' ‘ .
pendent imsginative unit._ The stories are linked to esch other by

a

- recurring symbols characters, narrative -patterns and themes. L :

’

The universal tension ‘of innocence and experience is the recurring theme
” Y ‘ o :
of these stories and is presented througp the narrative pattern of e )

youthful conflict- with monotonous reality Chspter One traces Ross s

PR ; . - . . s B PR
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Ross. _:The focus of this study is not on the 1inks between Ross 8 stories \'

Chapter One annlyzes Rnss 8, most poetic and. optimistic stories. L

Ce /{/edual mastery of this single pattern. S AR ,‘ T
- .‘~""" ) ‘, ""' -‘,4- e ‘-',s...
" N T Chapter 'No concentrates on what _ are, as a whole, l_loss B weakest
R 3 ?:.?:'-': stories._ Exceesively concerned with eccentric and obsessive characters, L
| o most. of - these “stories do not embody Ross 8 typical balance ‘of’ ‘the .
) elements of—action—charecter slnd meaning.—w'rhese—ta«les—of——the—mis '“' -
represent, with one notable exception, a gloomy “but rather shallov view v
) ' ) . i} ) - o '
, L ofme. P e
g . Y . R e Sy . .
S| AR The third and final chspter is a study of those stories which
;él [ E .'_._'\ A '
3 S e are among Ross's most well—known. These stories articulate dranatically
&l . . § the theme of life ds, a cycle of struggle and disapp)ointment. In his
nyo. TR stories of adults in conflict, Ross erestes excitihg, compassionate snd
':}ﬁ ' - ": » , T
{‘\\ o ST A: richly symbolic ststements 'of hunan endurance. It is these stories which
{‘ . o ) / A / " Y : t
% , i ‘ ‘ Lo ; e ) C e
n = ach [ ;‘ ‘. >‘-~',":'""".’n."ﬂ’-.‘.3“47'‘fI

N - n



2 ,'ja‘f:'rg: a culmination of :Rgss'.'s"'gﬁéht;yuing interest in the h \ 'st,nlilgg'le,: A
', iSeveral of g:h.gs'ecf" stories ai:el;ap.a'.écompl;lsheql as to‘,.fﬁ-llyj justify Ross's N
rﬁ&gh’;idﬁ_ a's.'a_mas&té'i;'»of this genre,. <. o .- R
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_ “This, study employe can abbreviated form of foot:noting. The firetl
: quotation from a story :Ls accorded a full footnot:e, but: subsequent Ca
' quotationa from that story are not' a aimple parenthetical page reference . :
18 incorporated into the text, immediately after the quot:ation. When
‘ reference 1is made to- another source of infomation during t:he analyais
of a Btory, tha.t cross-reference 18 also fully footnoted.
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Reviewing Sinclair Ross s fourth novel, .Sawbdnes Memorial, George '

Woodcock lamented that "It s.a perpetual source . of grievance ezrong T R

-

tisl achievement in the genre of .the ‘short story.' To use Woodcock' - K

terminology, Ross 8 short stories have been, if not undervalued st ]fut ; -

ignored. This is damaging to an understanding of Ross 8 artistic

development as a whole. it should be remembered that Ross s first g
published works ‘were short 8tories, many of which appeared some - years ’

B et ;‘ - PR -,
before the publication of As For Me and My House in 1941. 'I'hese stories : . }.,
generated ‘some critical, if not public, acclaim, this passage from a ‘_.' ' :
review of ‘As For Me snd My House indicates that Sinclair Ross was

‘,initial]_.y. seen as, first and foremost, a.short story Awriter.

‘This 1s Mr. Ross' first novel. We have been awaiting it o .
with eagerness.. For some years now we have watched his pro- . - o
"gregs’ in the pages of Queen's Quarterlx. We have been stirred A
by his short. stories NN . X S T e e
-"'It is my intention to restore something of. this original emphasis, to -
: ".examine Ross' 8 "progreso'! in the short story as a significent artistig:
' "_‘development in itself. R -‘ o '. o S C .‘.,
: 1Georg,e wOodcock,‘ "Adele Wiceman and Sinclair Ross: Return = .. .7
‘ ‘Engagements," rev. of Sawbones Memorial by Sinclair Ross and raggot by

-.Ade,‘te- Wiseman, clean 8, 87, No."10 (October 1974); 4.10., -

' ¢ zA. M., rev. of As For Me ‘and: Hy House by SincLair R\oss g yeen's: o
_Q rterly, XLVIII, No. 2 (Stmer 1941), 198.A ST ‘ o ;
e : BTOR e mS o _'T*

cd.nsdian nowelists that their audiences——critics end readers alike-—are

: inclined to rememher them by.one book, or by the books of one. part’iculsr

period and to ignore or to undervalue the rest of their works. 1 Wood— ’

A w - ¢ , o

coclc was - referring specifically to the fact that ,Ross s. first novel, As ‘
. ’.. § ! .

) For Me and My: House has tended to overshadow his three subsequent

- - <. N T
- . !
NP s v ™ ‘W“Pﬂ N

Pt SR EEE St b X e oL e
B A R . oL L.

-

‘novels The .same phenomenon.however, has also obscured Ross 8. substan‘-y
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Cousidering the acclaim that/ As For Me and My House has in recent

. v g'

' years receive‘d, it is surprising j at Ross 8. short stories many of which
h

‘ preceded and clearly influenced

/ o -

at masterful first novel, have not been o

E i /.
. ;studied in dep;h Rather, they have suffered f.rom a curious sprt of

R

benign neglect. there has been casual conaenaps on Rose -] etature ae a .

" , - .
U N . ' l
PR - . . -

E ‘ a

s

= ahort story wrilter, but this has been ,used to slight hia recent novela. -

o S ﬂThus Donald Stephens, revi:ewing Ross 8 third novel Whir of Gold esaerte o oo
. : TN - . . Lo

: that "Rosa is primarily a short atory styli.st. John G. Moss begins

- fhie review of the '8ame novel by ateting that "Without a doubt, Sinclair

' Roes is one of the finest ehort story writers in the Euglish languege. 4

: ) Such essertions require either confirmation or contradiction, in the form
hnr \! N ’
of a detailed analysis' of the themes and techniquea of the storles. The '

focus of" thie study w‘ 11 not be on the considerabIe linke between Roaa 8 ; R -

.short stories end nov la, but on the storiee themeelves. It has become R S VI

_something of a cliche to aseert that Roaa 8 ahort atoriee deaerve recog— DA
nition, it is first

/

: hie development as a writer has been, in a een&e. in isolation, his short S l

o S ator:l.es neverthelees seem very much in the mainstream of the development Y

AT
¥

"_:." RN of- that genre in Canada, as viewed by Alec I.ucas S . L

. R During the period from 1920 to 1940, a marked shift in A S
4 - " " " pensibility occurred. stories remained rural im their :
oo * - _ setting for the most part’, but the romantic hero, the plcture- ; o
' . 8que, and the peeudohtatorical gave way to the everyday person - UL
:[n an evel'yday world 1f "lonely" and "bleak" do not . v:l.tiate ' B

Syt
I R S AN

X Donald Stephens, "tma Time," rev. of Whir of Gol by Sinclair
Roop Canadinn Literature. No. 48 (Spring 1971), 98, ’

;s
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o
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. A3onnG. Mess, rev. ‘of Whir of Cold 4 by Sinclair Roas, The Fiddle~ .
head No. 90 (Summer 1971), 126¢’- _ . LI RN
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. 'the meaning of "everyday. Indeed in the afterlﬂath of War end
during the Depression years. the eVeryday fo*r many. was lonelyr

and bleak. K The short storiés. simply’ reflected the mciql cdn- - °
ditions of an unhappy- period. .Their protagonists appeared i.p

' a gontext that denied them' power, confronted. as ‘they yére with T s
' overwhelming ecpnomic or natural forces. Their- authors. studied e
: the individualxuin terns of environment, not of idealism, apd AP
L 'were largely pessimistic’vis- a-vis' ‘the edrlier: writets, who ‘,'\, S
" almost’ invaiiably made virtue. triumphapt. ¢ oYet, Lf the.s v
perspective of the writer may have changed, th _story’ was e T

- obviously moral, and frequently fndignantly. so, “ah ‘its author. ° ~ % .

Y queetioned the: justice of a capitalist systen in which poverty T

. .grqund dowik the poQr or as he searched fot mea ‘ng in a world: - : . -
© where'God (1f He existed) seemed powerless agai 18t the forces. .

of ‘a senselesa, if ‘not malevolent, nature.s_‘ 4 e 3

4 ° % ‘e ) -t . 3 .
'I.ucas°eeems to 1;nglic:Lt]g link Ross o) short storie with the more famus s ’='— . .1
talea of Morley Callaghan,a for if Ross ia a.ssociated zwith the theme of 'ﬁ'n *

-5 SN

the malevolent natural environment, it 1s Callaghan s stories 'which are N

. -

. P S ‘e [ .
P P . .

. 2 "

o

viewed as being critical of ana unjust economic syetem" Just as, hqwever,-

% ¢

; euch an essessment perhaps, denies the range of Callaghan o themea, L I
) ' PR J
“too :l?t limits one s appreciation of Ross' 8 short st;ories. S:fnclair E_.l ‘:'r" p :‘
Ross' sbt'ales are in a senae an imagfnative ;1n1t exp;ee‘sing a vievv of : ,""' ! ‘
life which is slightly less bleak and moreuvaried than cr:Ltics have oo . Z
recpgnized. Seireral of the stories to be dealt with in thiis atudy have ) 4
received no éritical attention, but do contribute t:o ; broader view of R 7'
Roaa 8 fartiatic range and development,- of his ebilitiea' and defieienciee f‘ .,
in thie genre,: than does Luca; 's gene.rellyuinformative 'sui:vey. e o T
o ey ‘ C e in. T

Th storiea to be explored in thib study were qriginally published

u ¢ . . S
.
f i .

between l934)'and 1972. The majority “of - theae storiea arose out qf and ¢ L

.9 g

reflect‘ the prairie experience of the 1930'3 and 1940'5.- although aeveral
. ' .} . .‘ N : 7

= , date. from he early 1950'3. In 1968 nine of ‘Ross's- stories moat of "

. - h‘ LY ‘ . .o . c‘.: . . L -’ . 3. ‘I‘..'.V' A,\u'.‘
e sAlec Lucas, ed. , "Introduct:l.on" to ‘Great’ Canadien Short Stories : .
(Neonork' Dell. Publi.shing Co., 1971), pp. 2-3. ‘ oL L e
- a .o vt ! -“: .. ) ‘
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' s Lamp;at ‘Noon ahd;o‘ther -'Stor'ie's. Despite the considerable sap in t:Lme

L3

‘.

o 'betv}éen Ross s earliest and: most recent stories, they can be grouped in - %
e tertms o£ their ma_']or themes.'_\‘ The storiesw to Be Ilealt with in the first N g - \%
) chapter are sensitive and poetic portraits of imaginati've rural vouths . A
. - stzuggling to es‘ca.pe the monotogous prairie’ realities. . - These' stories i
-'-ml: " .present a bittersweet view of the pain l but va\luable experiences of ) £
.- youth‘ The stdries«" to. be examineci in C apter 'I‘wo are not marked by such ' S ;i'
) w8 . - .- . d‘%

; a;warm, v\ivid narrative voicef\and present a rather dark view of exper- Tl
o . f - .

fénte. These stories are concerned w:Lth grftesque or eccentric char- )

LN 0“»:. . eoa
'rf acters, misfits who strg gle with burdens of', guilt, sin and responsi-—' ‘ ' ., : ’
. bility. The third and final cjhapter is an analysis of those stories by .‘ IR
Ross which depict the struggles of husbands and wives with each other ) i
- and with the stormy realiqties of li‘fe.' Althouéh th’ese are perhaps Ross '8 . . é “53
Sy i N o o
’most_ac_c&aﬂned stories /Nhey form only part‘o’f‘*his total erpression il'i' i .o
. the genre of-. tl!ef‘s rt story S ""_ , SR S o \‘, HW R ’
_ . \ Sinclair Ross short' stories altl share 8 concern with human :] e L
_.conflict,\and 1 suggest, use realistic human situatilons to pose universal S ; o
\ questions;,f‘*'l'c; achieve this %bolic and metaphorical end, Ross employs - l
o~ ~a variety"of' techniques which warrant detailed analysis. there is Roas s ro ;
". ‘ ‘ﬁ . .{{l"l."crestion of an intense relation betweeh the external and internal worlds ~" ‘\
¢ \ ) - of man, his use "of ‘a, seemingly simple but deceptively allusive prose‘ . u n :7‘,
g. * ;\' G‘[\ _"' LA" stylp, his conﬁcentration on the bfrief,‘ dramatic moment of illuminating/' '
{ C : \ = -human respons: t‘o external reality and his deve!.opment of -an .organic : ﬁ Sa
;E ) ’. - 'n-'grlo f symbols., Ross 8 storzies range from the poetic to the dramatic‘._.f.j‘ .:1 "“,;“.
- ! rom~ the nos‘talgic to the embittered. They do not express only a tragic e
,. . - _‘ “ 4 point of.view. Ross 8 characters range from the sensitive rural youth - =, )
S’ , / " U.‘\..\ to t:he eccentric soldier, ﬁron the stolid farmer to hiai distraught wife.. -
BT . . rs ; 5 . ool ‘ "
A ' <t o SO e i ' e
o N S/ " AR R - oo
SR . . e e T \_”_mﬁ -::-5—
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. \defiance of the monotony" (p. L77)

- 1), pp. 72-73. -

- imaginative aoaring there is. Ross B optimism.

- world. “

T At one point\in Sinclair Ross 8 third novel Whir of Gold, the

o protagoniat,Sonny McAlpine,recalls the advice of his former music teacher. R

: :"'Slowly, smoothly——slowly, smoothly--the goad steed Impetuosity must

l'll

;submit to the reina of\Discip\line. Her- counsel 18 a fitting introduc-

T ——

. tion to Roes 8 short stories, ‘as. the first group of storﬁ.ea to be examined '

o

in this 5tudy is concerned with the struggle between youthful impetuosity

3 a
and mature restraint.'

‘ Rosa 8 stories, crucial to action and meaning.
. SN
'with the experience of prairie youths » the stories to be viewed in this :

Spe cifically concerned

first chapter chronicle the first glimpaes of the adult reality.
are painful confrontations with the world of adult necesaity, but there .; ’

are also dreams of escape.

&

trates the essential process of this >irst type of story. "'l'he long empty_'

L-

hours and’ the Jong empty miles--you soared in desperation, dreamed in v o
Sinclair Ross makes repeated -use of

netaphorical soaring to represent the youthful urge to reBel. In the,." .

In the brevity of this,

l.,

release is his awareness of the poi_ nant inevitability of the adult

'I‘he stor:l.es to be examined in this chapter-—"circus inTowa"
(1936), "A Day with Pegaaus” (1938). "Cornet at’ Night" (1939), "The
Outlaw" (1950), and "Saturday Night" (1951)--—811 make specific reference

: to yonthful soaring.

N g

The children of these stories all soar "in desper— :

~ -,_-,_Tat‘ion because their spirited rebellion inevitably gives way to a painful

s T
L7 S

accqmnodation -of- adult reality. The.yo_uthsnove from fmstrat,ion with-
. ta ) . -“ R . . .r . , . PR " .

.': v‘r ‘ . N . . . X . . .
1Sincla:lr Ross, Whir of Gold ('l:oronto. HcClelland and Stewart,

e T 2 -
f

. K
- .
Y .

-9

Moreover, the "steed" analogy is of importance in

"l‘herej‘ o

A further psssage from Whir of Gold illus— A

ot ;‘i‘.‘&‘.:‘;-"' el e A AL s o
I E5 i R
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.later stories. 1"

‘:“vthe first of the symbols Ross

o for release from the farm 11:Z : o

. ;This is the response of/e1evenryear—old Jenny to a tattered advertise-~

A_'lires. She is the first of Ross 8. fictional youths to respond symboli-'

cally to some external object, and to create out of that object an

' the mundane reality of the farm to momentary escape from that reality, .

N )
'and finally back again to reality. "Circus in Town," first published in -

.1936,,represents Sinclar Ross 8 first treatment df this type of childhood

l

) experience.» This story is valuable mor# for its flaws than its strengths‘ .

9 "‘.

Hvit has the structure Ross uses in- succeeding stories of childhood sosring .

N /
.'end embodies his. recurring technique without having s substantial narrsr

\ )

"t ve,framework., These techniques c therefore be’ieolated and'examined

!

. in "Circus in Town,‘ as" an introd\c;ion to’ their more subtle function in '

<

- g g R A ‘ - o et

'x—\(» -

The circus of this first story, ‘or rather the circus poster, is |
A\ .

eates which evoke the youthful longing

:"

‘ The bit of poster had spun a. new world before her, excited her,'f-”?
_given wild, soaring impetus to her imagination, and now, with-{‘
out in the least unders anding ‘herself, she wanted ‘the excite-

" ment and the’ soaring, ? en though it might stsb and rack her, \;'u R

A.rather than the barren/satiafaction.of believing that in life . .
- there was nothing bet er, nothing more. vivid;or dramatic. than
.her own’ stableyard. T : o

ment.- Jenny responds an imaginative child to what the poster symbo—

-

_internal fantasy. The adult reactions to the poster are also signifi~ .

o / . |

- .cant for Jenny s father, mother and brother all respond to- it in other o
‘ than literal terms. Jenny is rebuffed by her father for scaring his
'horses with her fluttering posterq shc must not interfere with the world

" of- adult necessity by npsetting the work horses. If Jenny~s father l

\ S :
2Sinclair Ross“ “Circus in Town,f in his The Lagg at ‘Noon and

- Other. Stories (Toronto° McClelland snd Stewart 1968), p. 68.
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o0 reJecte the imasinative W°1‘1d °f the poster, her mothey is,

alive, to .its s%bolic ‘possibili-ties:
v S T . '
. "Never mind, Jenny." A hot hand gentle on her cheek a minu‘,
" "™Your day's going to come. You.won't spend all your life -
among-chickens and cows or I'm not\the woman I think I-ami"
And then, bewilderingly, an angry clatter of stove-lids that.-
made her shrink away dismayed, in sudden dread of -her’ father 8
coming and ‘the storm that was to break. (p. 69)

'I.'he "storm of marital conflict ie really a debate about the quality of -

N the life being 1ived, with its poverty and uncertainty, "Her mother

-,

’ -_ehouted about working her fin#era to the bone and nothing for it,but L 3
' < . . =

"‘skimping and debts. She didn't mind for heraelf but ahe wanted Jenny to7 en e

\have a chance" (p. 69)

; . : Thia conflict is generated by a seemingly harmleas circua poater.q,_,
Clearly the charactera in the seory, a8’ well as the reader, see thia ‘
T poster as a aymbol of a whole way of life outside the farm experience. o

-

Each character infuaes the poster with a personal significance. Jenny

3y H

E escapes into the fantasy of an imaginary circue, thus {mplicitly re:jecting DI %
A the real world around her. Her father,, driven by the'necessi‘tiea of the :

'farm, must reject outright the imaginative world therefore, he: bruaquely

' rebuffs Jenny. Tom, Jenny 8 older brother, eenees her soaring reeponse .

' "“ to the poster and reflects that perhapa in picking up. the poater he had

A‘ been unworthy of his own eeventeen yeare" (p. 68) Tom is’ cloaer than '.

b}

.-

Jenny to the adult world, but his guilt cannot be underatood -] the reault-'

“of giving her a harmless poster. There is in hia aelf-reproa‘

the mature .

-

' and aympathetic realizatio} that Jenny will probably never Bei a circua, . - :3:

"“..-w ' o - "never get beyond the life of "the farm. Tom, bridging the wo lds of

SRR e N

S o ' adult and child, haa the youthful impulee to give hia siste' a poeter

B .‘4',‘clouded _by thegadult perception -that the promiae of the poa_er may neyer .' '
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- wo rth

‘ finall feel guilty i"or this innocent act.

>

"too has his essential nature fixed by hia symbolic response to the torn

. I
circus pos ter.

gtheir responses to an external o'bject, a harmless poster»

enli zed.

-'with compass ion.

-

"Circ

7 » Tom may be ‘the mist- complex figure in "Circus in Town" but he -k

4

seeing. Tom has retrieVed a colourful poster for Jenny on]q 'o

in To'wn " he is the most complex.

!

respdnse to the poster.
:-who calls, in the voice of adult responsibility: ""Yom"

_hiding up here instead of helping with the dishes'" gp

R :are less a thteat than a warning, spoken with compassion.

fantasy and rejects the reality of the faim.

B like responses to the poster.

members of the family.

PPN

N

. R
v

"‘ange s determined her child will have certain opportunities.,

At the end of the story, when Jenn _ eacapes to e

. 72)

A,‘

Jenny 8" mother has a similar perception, but responds in o

Tom respon s
In an awkward a.nd premature attempt to console Jenny

he de recates the circus she will not be allowed to attend as not eve-

of all the characters' n

He is a ransitional igure,

.able to sympathize with the aoaring Q child ag’ ill as with the

B 1imitations of an adult.

'f:'the stable loft with her dreams at least temporarily inta 't, it is Tom

The father rejects the world beyond the farm but the

All the

' to fight (off’ her fear of her mother 8 dark prophecy--"'Another ten " -' ‘-.»

. &
e (p. 70)-—and to create her “own ’ei,rcus. "the eplendid, matchlese circus

) ”.'lilv .

His changing ature ig signalled b his complex

1 catch it C e

' Tom's words

/. F O
\ mother strives}to make it real for her daughter.' Jenny escapes into a ¢

Her brother, in his tvisted
" guilt for an innocent act, seems to bridge both the adult and the child-

All the characters define themaelves by 3

'responses reveal the essential qualities of the 1ives being lived by the

] Jenny managea to preserve her imaginativemorld,

o years--can t you just see the big> g&wky know-nothing she 8 going to be?'"

ap.
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'of a. little girl who had never Been one" (p. 71)._ This-is, however,

very much of a Pyrrhic victory, for Jenny retreats into dream and savours"
l}her own. circus but does no. more- than preserve a fixed, static construct.
She is not a-developing character to the eﬁtent that even her brother is.

‘He 18 a more interesting character, torn between adult and child but he e
) i

is in the background ‘and his development is larger to be inferred.
N ~\‘~ . \ '
The essential flaw of "Circus in Town" is that the circus poster,

to which all the characters respond and therefore define themselves, is
.not altogether credible as the catalyst for these personal revelations

P Y

fuof character and meaning. There needs to be some credible dramatic

action to bring about the mpther 8 anger and despair, for example. Thef

: :circus poster as symbol and catalyst is too obviously a literary device,

and reafism is threatened by the ah?ence of human action equal to the

vsymbolic action. Compounding the problem of static, nechanical responses

to the circus postet is the static quality of Jenny 8 vision. its essen—
P / -

"tial escapiam, ‘and the sentimental glow in the narrative. i

~"' “Circus in Town" raises the conflict of youthful dream and adult .

reality only to gloss it over in -1 sentimental conclusion.
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best Hhen it embodies the differences between adult and chil Thus we "

Also, '
There '

. learn of the "q ver" in Jenny 8 voice. but.of the "drawl“ of Tom.
o Jenny "pirouetted," ”shivered " "gulped," "wheeled" and "pierced."
_J:'-"i" is a fierce vitality evident in ‘these ninor details, which creates a real

‘senae of Jenny 8 youthfulness. She is the first of Ross 8" fictional

W .

youths to 'soar." Her escapist vision anticipates the more complex

°

‘ soaring of other characters.- Jenny escapes. into the "dim high stillness
v, S

" ) ‘( 71) of the loft, dreaming of ‘her circus, of the "arched" neck of an

"'imaginary horse. The real horse‘ the "skittish old roan Billie" (p. 69)
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; R ’
'inevitable return to reality. . 'l"hat does not occur in "Circus in '].‘own,
sentimental conclusion of "Ci‘rcus in Town.' where a dream s cherished N "
A ':j‘ o
4 1ife.- Kere, the vision is set in the real world in a quality of exper— T :
ience rather: than in an escape rom experience. Again, the story focuses ‘

- the constrictions 'of the f'hrm In "Circus in Town" there are: brief

' ‘circus performer. - "A Day with Pegesus"‘h takes this idea as ‘its stsrting-

':promised to him. He is therefore slready much cl ser. to the reality .of - o

e - : . _"”m"“—“ = ! e

. c b C 4

T o : : : : .~' P Lo e . g s o \\' . RERE
is imaginatively tran’sformed into "A young, fleet-footed Billie" (p 72) ,
The images of soaring and of the rejuvenated horse have an; implicit ) K .
"poignancy, for Jenny, B dream surely cannot last. There must come the o0 ! ,

. but it is a natural development in "A Day with Pegasus " _ \.Ql;" T

’.-, . ‘ First published in 1438 "A Day with Pegasvs.— reaches beyond}

o,

@8 N

.

and preserved--"to scale glamour and wonder of it, R < 'feel S \\

herself unfurl" (p 71)--to a qhild's consideration of the mysteries of

s

- on a farm youth struggling for i inative i'f not literal release from

glimpsee of ths real and imsginary forms of Billie, the Iarm horse. The

'story ends vith Jenny s dréam of a young, sleek and beautiful Billie 62 a

‘point. the boy ih 'this story eagerly awaits the birth of a colt previously . .
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..he—horse—thsn was . Jenny, since he will have to confront the real animal |

o a,.:”—-é ’r,ﬁ;(-

P Jenng;' in contrast luxuristed in "her own eircus, the splendid, match— L

lcys circns of a littleﬂgirl who had: never seen one" (p °71) 'Peter ' Lo B ‘
Sy ‘Parker ofv '\A Day with Pegasus" has dreams 1ike ‘Jenny, but e:h'er. he‘; :‘. \ "
.“‘my,at come to erms with the reafity of a wobbly, b].'lnd, w-born cblt. ) :
‘ Like Je y who enjoys slowly feeling herself unfurl " Peter
.. Parker. prefers to ' ostpone the suspect reality and nourish his besutiful | . l' N
:dre‘am of -the colts - . Q "
B T . ‘
Lt
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1t was eame inatinct perhaps of emotional 'thrift, warning him -
"that 80 . fierce and strange a tingle of expectancy ought to.be

L rooo prolonged a little——aome vague apprehension that in’ Biddy 8 ‘
e “r . stall there’ might be . less than he ‘had seen already.? -

‘Initially the awkward new-born colt is no match for the dream co,lt,
: \ .

. -"fleLt of linb --" oaaeaaed[of] a firg %nd beauty that enslaved him now, :

that he could not

— AL

andoa for the P h;fy-eyed reality in Biddy 8 stall" .

Yhegm

'.'(p. 108). Peter like e in "Citr'

LU

us in Town" has the impulse to aimply

Loyt

. ;-escape into fantaay. but unlike hel ‘he tust con’front reality.- 'I'hus the o
i < : o
'sentimenta.lity of the conclusion of "Circus in’ Town" is avoided in "A« :

-

b .\'.Day WIth’ Pegasus. » Peter 8 develop\ment ia a logical extension from

' A'_Jenny 8 pathetic, iaolated dreaming as Ross realizea that the dream ‘
L world cannot ‘be preaerved indelfinitely, even for or by a child. 'Ihe real

: cdlt in "A Day with Pegaszua" provid\ea the catalyat lacking in "Circus in o

‘ : " . . 1 C . .
'l‘hcl adult world of "Circua in Town" éis seen. only indirectly and
oo s I
T inferentially throngh glimpaea of the farm routine and the commenta of
L i P

. ' ; o ,_Jenny 8 father, mother and brother. The adult world aa’aumea a larger .'
'_‘..eignificance in /k Day with Pegaaus" as Ross starkly contraata the two ,'

ST ‘worlds the ehild occupiea, "', - l :'. R 43‘.
It was ‘the colt, the colt he‘ had raced with before break-' T
“fast -across the. garden that made the feeding. of the. calves . KX
'~ this ‘morning such a humiliation.i_ e e w Nigger—-Daiay-—Dot-- S
. ‘as atupid and silly as their names, gursling and blowing at
- .~ him’ till thexé was no colt  left at all--until for beginnings -
’again he had to steal back to'the. atable and pay another vigit.
‘to the box—etall. (p. 109)

Al

o - L

v'_The' ahove paragraph begina and enda with the colt. The first reference N

TERENS

;. -'.}-ia to the imaginary ateed and to .an imaginary ride. _ The mundaae reality

. L 3Sinc:la:!.r Roao, "A Day with Pegaaua" in Rudy Wiebe, . ed., intro., L
: S Storiea from Western Canada (Toronto. The Haemillan Company of Canada, .
- \_'_..,‘.': . " N ;. 1972), po 106. . .: ) . . .
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/ of the farm, the monotony ‘of . feeding the "stupid" calvee, then 1eadg

Peter to consider the real colt in the box-stall. There are three

N7
’

- <
T e i A

. / .
elements interacting. the dream horse, the real farm world and the real o

(

| .

- colt. The movement in the abQVe pasaage is from dream to "humiliation

,f- © .to comfort: in the real colt. It is'a. microcosm for the atr_ucture of the ' o
j

j

/

whole atory, the return to the real coltﬂindicatea the significant 5 "'!
.This simple pattern

development from the eacapiam of " ircue in Town.
'The monotony of the farm chores is

! where agai ﬁter eacafea into

/ . is repeated throughout Petei"a day.

Iy
Vo N replaced by the monotony of the claasr
I L iy -
t . dreams
o . C % | w
o f_~ o Something that you ll enjoy," Miss Kﬂ.nley beamed at them over
- her glasees.\ YHow 1 you: spent last Saturday. Juat a-little

/""“:" ' etory about the 1it;tle things you did. " (p 114) . S , _
Peter 8 eeaay 1s in fact the verbalization of his owm eoaring DT

Specifically, he writee a composition.

o / . fant’asies. That is, he givea concrete form to his dreams by setting them
- o ' ) .
s / AT 'dodn in words thus presenting them for alllthe world to see.m It is a

B /‘ . o realization of hia escapiat fantasies. . Peter, unlike Jenny in "Circus . '
’ o / - - - in Town, ! acte on hia dreams, taking the major atep of communicating them (
R o ‘to-‘othera_. He soars firat in his :Lmaginary ride and again in his compo—
T, R v - ‘ . o . . ‘ .'1'_.
) L aition' ~ . L;A_"ﬂ': T fijg ~ AR o
T St T He wrote. and vrote. Becauae on’ the one hand..it vas impoa- |

- "~ sible’ pot to write at all, because Miss Kinley's threats were

. never idle; and because on the other it was -equally impoesible
¢ to write about last Saturday in.its long-drawn, potato-planting -

i redlity So.he, transformed 1it,. soared above the limitatioms .
= . .. of mere time and .digtance. All the glamour and bravura of the ‘f .
T rodeos he had never seen was there; . » . all the steadfaatnese '

-of his vaniehed comradeahip vith Slim. (p. 115) . - o :

Mias Kinley wants the facte of Saturday, the adult reality of

pl.anting potatoes. ‘_ She ie aghast" at Peter 8: traneformation of, his

eoaring aboVe, the facts. Peter, like Jenny, ha,.a eoared in hie imagi-

.
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o "humiliation of feeding the calVes had drawu Peter frmﬁ the imaginary

‘to the real colt, so hia latest humi.liation of having to re—write hia

3

‘ compoaition leads’ him again to thoughts of the real colt. His second
. composition ia a drab factual account of the dreary day of work. From_'
. this puniahment Peter escapee to, the real colt, “all hia pride in a i

. N ,
peerleaa hOtSe become - ‘a humble need to draw comfort from a wobbly-legged o

e (p 116) At the end of "Circus in 'r Tom warns hia eieter'
' .«;.\.b'!‘ . . . \ .
"'You ll cetch_,i;t.«. . '"4 We are told, hOWever, that she is not \deterred

-s‘)"' 5

: &
by thia threat. 'In "A Day with Pegasua" the approach ip more real\tic, :

' :for the threat of punishment expresaed in "Ci\rcua in Town ia realized

P

-'punishment, the class-room humiliation, leada naturally to the eearch
' ‘-'for comfort in the real horse. This is a more credible situation than

one in which a child ia eeeming1y imune to punishment and able ‘to _,' -

}"preserve her dream—world intact. , Peter develops and goea beyond his .

Q . l . .

Adreams, but Jenny is pathetically secure in her fantasy and cut of'f from :

E further growth as a character. X ~. I

; ;"t' Through the "humiliation -of his compoaition -and . through defending

l .

"the honor of ‘his colt from the sneers of his clase-mates, Peter gradually - K

4

. "comes to terms with the "frail reality" (p. 109): in the stall. "The coIt,.

LY

now that he had actually championed it, aeemed more real more dependable
_; LY (p. 114) Peter has a respéct for the apirit: of the animal for .

.what it ia as well as what it might become.‘ He haa been initiated int:o -

.

' an imaginative understanding of the colt, ‘80 that symbol becomes real, L S

- - .- v
. v . .. . B

f ; ’ -:. :‘ " . 'I ‘l‘. : .\‘ - 'ut a @ . o n’:n ) h"" - :.
nation‘. Unlike her, Peter is forced down to earth. Juat as - the earlier
\ ‘o

e tar

in "A Day with Pegaaua. " Peter does in fact "catch it," and the adult o .

s
'3

) ) 4Siuclair ~R°as’ |lcir"cu8 1—n .Tm"' P.e 72; N ‘ _— o, ":. - . P
) . N ‘
e - WERY ‘?-'.ﬁ‘.'rm £y
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and he moves beyond the fantasies of Jenny. Like Jenny‘ Peter retreats
s &

" to the stable loft, a place of elevati\)n and es&pe.‘ Like her he is

4 ;'
called by the adu.lt voice of an. older brother from below. - Unlike Jenny, .
however, Peter turns to - the external world of the‘ prairie 1andscape, and\ )

G

. ' his thoughts expa‘nd to ponder the mysteries of life rather than the N.

) . PN '. PR W |

imagined beauty of 4 circus or.a horse. L o T

'

TN oo A e
D b ST AT AL A o g =, - A T—g - -

A 1itt1e door in lthe 1oft that they used for throwing in feed. .
“was open, and he sat down on its .sill, his legs. dangling out =~
a‘gainst the stable wall. Before him the prairie  spread slight
. . o with' slsnting sun and early grain. For a few miles it. fell
L - - . gently, then with.a long slow swell slipped over the horizon. . Lo
\ .= "+ . ° ' There was 'a state of mind, a mood, a restfulness, in which one o R
L _could skim along t.his rcurve of prailrie floor and, gathering " L
N ‘momentum from the downward swing, glide up again and ‘goar awa.y . S
. from earth. (p..118) 1 . o ST e
Peter soars ,‘ "borne by a white—limbed steed agsin (p 118) Now, ,how—
ever, there is, the sobering~adult awareness of the mystery of life, L

mystery still but intimate, a heartening gleam upon the roof of l:l.fe to f o .'1_.;‘;_ .

. let him see its vault and spaciousness" (p. 118) Perhaps the mystery

/ ‘,‘, " © .
PP { o concerns the miraculous birth of Peter s colt, or the inexplicable B

o maturing of Peter s brother Dan, lately become such a meddlesome old

N

Miss Kinley L (p 117) Perhaps the mystery is in Peter 8 own.

RIS AN
Saat T

R TAFIN
-
=

changed perception of dream and reality. At any rate » it 'is significant
that Peter is in touch with the. prairie landScape, however much he soars ‘

) ab°‘"’-’ 1'5 imaginatively. o 'l'he land Blippins over the horizon and the .. -

- . 1owering aun create a scen,e which, if it does not trigger Peter s medi- ’_s, ‘

TS
1
o

f A

e S L _', tations, certainly complements his mood ‘of restéulness., “The' use’ of lsnd-

. scape in’ this final soaring which embraces rather than excludes reality

reates a conclusion more poetically suggestive but less aentimentel than

that of "Circus in 'l'own- S o o

1

L
T dr wiaia S o e o e
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o :“In_ f'Circus ‘in'Town" the angry response of Jemny's mother ‘to &
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R - torn poster is. suspect because it seems exaggerated and histrion‘ic.. Inct,'o :; ' (
.t"A Day with Pegasus" Ross infu‘ses“mo;e substantial hu;nsn action, th:%“\:i_, ‘ a' ; i};
K writing ‘of a composition, that is a crediblé" cstslyst for Peter s d&Vel— @ < §
’ © a opment.=" Jenny 8 mother, in "Circus in Town,“ responds t}o the hpvodter with b . i ‘}é
pity for her child and anger towards her husband anger possibly tinged '.e," E ?:} .‘
. ) with a sense of desperation. This pattern continues in'"'A Dsy with - . {‘2
‘ ,. Pegssus as Sinclain Ross carefully notes Miss Kinley __/poignent. response .j' .;'y}(
" Cto Peter P first composition. o . . . ‘ | - ,
T "ﬂShe was, more distressed tl':an sngry. Ituwas:/omething she - C o 9 “ '-\
had never encountered before, something'that evaded her ordi~ - = ooy
‘ ' ,\' nary, time’-tried classifieatioy of good conduct and bad.’ | ; B
A o | T (e 118) e e
. ThJe anger and pity of Jenny s-mother are rather one—di’mensional traits,, , . a .
'h‘ theﬁio a.nticipate the more complex resoponse of Miss ‘Kinley quoted n
. . ‘, In "A Day with Pega,sus," "The Outlaw" 'and "Cornet at~ Night," 47. e "."w’

4

- °~ adult responses to the central action or imaserys range from 'embarrassed . T

; snd repressed pride to a strange, inarticulate sense of helplessnesg,. : . /J

Hiss Kinley ] reaction to Peter s composition in, "A Day with Pegasus

anticipates that of the father to the music in "Cornet at Night." Both .

L

. - characters 'express a certain distress, .agitation or helplessness upon

t

K

l

As the

.'.‘I.' ‘K“l..‘.> . :- nnley" y~ . - . _.':’ "" ’. 4_‘3., p

~‘.‘.,“~_'-"' recognition of something foreign to their rural adﬂlt world.

cet lyst grows in complexity from inanimate pos er in "Circus in 'I!own"

co.

has a ﬁrsllel in

Lot

Jenny 8" older brother 'I‘om in "Circus in 'l.‘

Sad

. W A“
S Peter p brother Dan. for both serve as mediating figures between the g
‘ ‘ * ~ ; “‘ ’ v ' ' ) b .‘ " o - 'd N g o .-" . g ) i
I 1 v . 5o et :
. \ b ‘ Vo \ w® . \ oo )
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; worlds of c ild and adult. Dan s approval of the new—bom colt the -

A -
R

qnality.ofi reverence (p 108) he reveals, is a bond between the brothers
o despite their difference in age.- Dan, like Jenny s brother 'l‘om in.

s

. -~ Dan- was like that of 1ate. Clean hands N good ta‘ble manners,

C e polite answers—-—ever since he started going with his girl o
‘friend--as 1f -all at: once’ it was his re8pdnsibility how the ‘
,whole family behaved (p 117) . :

.- - ‘-x
o,

: Dan drives ‘a team bf horaes, but Peter 8- mythologized hero Slim rides

Y

N . : "r a them gloriously, Dan, while bridging the worlds of adult: and child, d.s

~ - N N o s
) : — . . PR LA S . . . -
. . . N . L ‘e oo, A “
.s
k]

A
g
-

seen by, Peter as comptonised and wa.eted.

7}
13

5 , 'I‘he contraat between Dan and
'E,‘ ‘ D ':“Slim is a complement to the conflict betveen 'the‘ real and the imaginary U...‘
: : : colt, so that Rosa provideséthe older brother of N Day with Pegaaus . n
"'gwith a major ' role.' Dan, like Jenny s brother Tom in "Circus in Town o’ -
“ . :?Ti:' calls to - Peter at the end of the story from below, but that voice‘is S '° o
i \ pathetieelly 1imited and comprouriaedz 1t is ineffective in reaching ) : ,'- , "~, *-
,f’Peter s soaring imaginatiop. : More than :Ienny in "Circus in Town," Peter.':'.

.:embraces the oppoi’ites of dream and reality, the mysteriess of life,"in

ol .

. "x"his soaring._ BT L ‘

The sentimental glow of Jenny 8 dreem ia not evident in "A Day R L

$

T with Pegasus" because there ia a greater presence of the real world in L

5 S ‘this story. To balance the risk of sentimentality in the éhild's vision

£

}f{'l R _/'/..-:r of the world, Roes ad pta in "A Day with oPegasus a humourous and there—
' /-_ . 'fore distancing approach to- hie m.aterial. _’i'he elaborate machinations

a
s

Peter uses to manoeuvre the converaation of hia claaa—matee to the N

e subject of hie colt is an example of thia refinement of Rosa 8 narrative", -

£
. : S B S <
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R "Cir:cus in Town," 1s in the proceas of assuming a full adult role. o I
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For: last winter when he told Ruaty Martin and the others\
about the colt they had laughed and it was ‘to settle that
] ..’ . /score, mot to’ slight Skinny, that this nOon he, had -chosen the"
. " steps for lunch,. With the- exception of Skinny not ome of them -
..% 7, had a horse .of his own anyway. . ... They wouldn't laugh mow.
) They wbuldn't say it was a funny Christmas ‘prasent 'you had to r
wait five months for. ‘His eyes narrowed as he watched them,
- It was hard holding back., The blood waa ounding in his
temples ‘and his ato ch felt small and tight. (p. 112)

a

"Momentously," Peter i troduces the - subject of hia colt. The humour in

. the =above pasaage is.t at of an-older narrator looking at the great

: schemes of the child. The tone underlines the vivid quality of the

child's vision but ala ’ gby ita humour, maintaina a narrative distance

from that via ion.

C g

' The ﬂaionar&&:ing that is an important element of Roaa B ’

o L " tone ia typified by auch lyri al prose as ia aeen in this pasaage from .

"A Da‘ﬂ\g_th Pegaaua . // ) o
Then Buddenly he wés ,mounted, and the gtill’ May omorning aprang
~ in whistling wind at@und his ears.. Field after field reéled
o~ up and fell away. The earth resounded thundering, then dimmed. .
, . and dropped’ untik it seemed they cleaved their way through
flashing light e e (pp. 109-110)

¢

e
2 om o

b4 -t ;A

Clearly, auch prose might be suspect. ita author accused of oVer-writ‘ing,

l

in any context other than that of the dreams of éﬁuth. Even thia proae, '

however, ie _more effective than that of "Circus in Town," as it is
BRI S
strengthened by the discipline of an o'Ver—all humouroua tone absent from .o
. 5 .
the earlier story. Alao, there is in "A Day with Pegaaua" the added

£

' element of vital, gripping action absent from Jenny s dream in "Circua

s

o

in Town 'l'he sudden, active quality of young Jen pir;ouetting!

leada in BAC Day with Pegasus" to.a ¢ cern with the esaence of action.

. with vitality and phyaical novement

things heautiful in themselves.; ,
. r

P
)

e KR .‘ Lean and epare. Sinclair Roaa 8 proae may be, but the elementa of economy,

t

;' ' tales of childhood experi niand that neceasitatea a balancing, humouroua ;"Af

. B L. DR v
L - : SR : ‘ .,\-- .

-

G, e

it et 2 RS AL
.. .

"

o

Jdends

i

P
>

vy
K

oy
7R
XY

PO
e gum AL VP
[EES R A TP e N

L. i : I R L D ¢t T T A P T e o e :



PTG Sy ,-.w:-..«:-..-—nm""r':'fff;‘:“wr-.m.. > . SE OGNy xy . e * & IR N o e e
N N - . =, "

-
Sy,
- . Gt

21

. . . o . .

humour and lyricism indicate that it is not simple. The. prose is func-

X

PRI

tional, practical and aimed at specific effects, as-in the visual con~- . -

f

v .
ERPE P ! R
sy e T oot e
. ; -
N . . . o B

P

trast between Peter s first. lyrical composition and his second drab

Gk

essay. In "A Day with Pegasus" and subsequent\stories of. childhood B o .

o soaring by Ross, the prose strikes the necessary balance between deflating
shoe . ¢ »

humour and sentimental lyricism. “The style containa and controls the

. various elements in the story.- o

' Inl "Circus in ‘Town! a minor naspect of Jenny s dream is the proud

. R cta
- ‘. . . .,

, ; . circus horse BiIlie, an imaginary transformation of the ploddins, real
Lo v “ - ! ‘;

) -' work-horae., There is, then, a minor contrast between dream and reality -

.y in the contrasting visions of Billie. In "A Day with Pegasnsi ,the 8 ame -

. technique is evident in the cOntrast between Peter s imag:JLnary!, fiery
. e colt and the real helpless, ne@—bom colt._ There is' a more complex use
: of horses and a more - subtle distinction between types o£ horse in "A Day'

N R with Pegasus than in "Circus in Town. The ee.ntral animals in "A Day " ST .
-~ . v e L. > TN . S

: ‘ with Pegasus" are the new—-born and the imaginary colts, but there are )

-". o others %resent' ' " S o CEO ‘ S S o .‘
- o } VNearly all their horses were Biddy 8 colts ox gra:nd-colts. Big, - .
- L - 'rangy, hairy-footed Clydes, and yét with twice the'dash and: C
° . spirit of the horses that he knew.on other farms. Because - - o w
. Biddy had a strain’ of racing blood.. - Even -after nearly twenty - RS
years of foal-bearing and the plough, she herself always* pranced

K o "\ﬁ“%}; a little as they. led ‘her out -of the stable. (p. 107)
The important distinction Rose insists on in this passhge is that between 3

: . plodding work—horse and. spirited racer. . Rven a trace . af "racing blood"

. i P
is an object of pride, a straw to be grasped, another manifestation of

'the impulse to fanta.size and escape into a world beyond the farm. The

L ti@ﬁ&taﬁt, redeeming quality of an, animal, the- quality to be respected

‘,:, ahd shared :Lmaginatively, is its spirit. Bven adults make ‘a point of
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Billie, speak to adult and child alike of an inner quality of, free

~—i

4 both adult and. child.
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than an imposed effect.w' With "COrnet at Night,"

creed.

e e e . L

. respecting this spirit: » aa a point of honour, almost part of an unspoke /

.

Thus, in "A Day with Pegésus,". "in Dan s smile as he appraised /

the colt there had been a quality of reverence that established betwe n

them a kinship stronger than the disparity of eleven years" (p. 108)

There is a bond of reverence for the essential spirit and quality o the

animal .

and beauty in animals'; a quality not yet destroyed by years of
labour.

The horse as symbol either beckons to a future of pro'

mocks the fa:l.lures of the present.

Indiv;l.duals in Sinclair Rgea's short
L

The external object mirrors the intemal state of the erceiver.\ :

What one traces in "y Day wi&x Pegasus" is thy develomnent of .

natural symbolism that iB an. organic part of ‘the- story as a whole tather -

L this development continues ‘a8 Ross creates a credible, subs(antial, .

'central incident which generates significantly different xeaponses in

,' out of s specific incident snd are therefore more realiatic than the .

‘.‘-‘"dramatically central to ‘the story.‘

P

"obv:lously J,iterary and imposed responses to Jenny 8 poster in "Circns in ,;
: 'I‘own& The conflict between adult and child, slimpsed in the incident

. of Peter 5 oomposition in "A Day with Pegasus," is in "Cornet at Night"“'

-ﬁat Night" than in the two previous stories on the adult response to the -". .

as o ’

The strain of racing blood the arched neck of Jenny B i 'ginary

/Arst published in 1939, -

In "Cornet at Night,“ the split perceptions arise .

Nith the grester emphasis in' "COrnet o

. . s admprines o
4“"-2;,1.-?“‘., n L IR .
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",central incident or symbol, there is a consequent darkeni'ng viaion of

life. Instead of the brief ,humiliationa of Peter Perker in- TA Dsy with
Pegasus" there ‘is in "Cornetv at. Night an insis,ten‘t,. inescapsble s.dul‘t oo

o reality which even a child must accept.

- b

' eggs for groceries end of finding a hired hsnd to help 'with the hsrveat.
.Significsntly, his fsther is beginning to call him Tom, this first trip
- into town alon.e can be understaod as an initiation :I.nto manhood, His -
. o development is further complicated by the background of.. parental conflict,
o which Tommy intemalizes. That‘is, Tommy seems a participant in the '
’marital\ conflict, unl:lke Jenny in "Circus in Town who is no more than
: an observer of her parentu squabbles., Jenny ‘retreats into dreams, safe. ""';
‘from the arguments of her parents. 'l‘ommy Dickson is a more complex “'/' .

v

) figure because he mirrors the struggle of his psrents s.nd ia slmost the '

circus is hardly a vitsl snd necessary part of farm life but an extrinsic .

‘-.. luxury which Rossuhas imposed on his chsracters. As a. catalyst, there- o

K

fore, the poster is weak. In contrast. the question of hsrvesting one 8

A
s

Ll 5Robert D. Chambers, Sinclair Ross and Ernest Buckler (Toronto'
Copp Clark Publishing, 1§75), p. 20 .

- ‘ a T . . ‘. c e
O . . N - R . .. . . . .

N e

'l‘onmy Dickson, the eleven-year-old fsrm boy i(n "Cornet at Night," e

is chsrged with the adult responsibilities of going to- town to, barter SRRREE

battleground for them. Tomnw, says Robert D.: Chambers in hia book on..
- ‘ Sinclair Ross snd Ernlest Buckler, 1s torn between the conflicting values é" .
& T - of his parents' T . ' o ‘
0 - e
R A His father s, great compulsion is the. crop, ripe whest will be L
oL o hsrvested, Sunday or not. Iommy's wother warns of the ven- S e
R ‘geance that will be reaped by breaking the Ssbbath, or, keeping e T e
# . .o . " Tommy homeé to help:with the harvest.5 : g L T

'The role of the circus\(oster in "Circus dn 'i'own is dubious, for LI R

;-
!

i
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b
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. crop,- "'Sundn'y Or not,‘ seems a more authentic vehicle for polarizing

v
W
-

o ":-different points of view,‘ as’ it ie a question of life-and-death propor— ol

~tions-.< It. is crucial to the economic aurvivallof the farm._ It 1s more. :

Qg g
. authentic and relevant to the reality of farm life than 13 a: symbolically ,:’%
TR 'inflated poater. Alao, Tommy, torn. between his parente is allied first ' i

»

‘with one and then the other, 21,3 that marital conflict is a basic, inter-

A

= Iy
P A

Y

nalized part of the action and the tension developed in the etory.. -Thue,

-
.
/
- ¥
i TRl s Y

R
5

'while the father cuts hie wheat on Sunday, mother and son spend.an,

“:; . ) ' “austere half-hour in the dark hot, plushy 1itt1e parlour.. It wag a kind R

.6

a ] of vicarious atonemen\ e Leter, Tommy aeaumes the role of the

adult niale during his trip to town.

'l'ommy s mother encouragea him to play hymns and classical p:l.eces -

on’ their piano, but he has di\fficulty with the Sons of LibeJ piece,
‘.x. o0 ‘1\ - v : . =
: “-'which his mother aesumea mere peraeverance can overcome. Tomy cennot R

., al

Tryie

""’-"-diacipline his playing, for he ia too emotionally involved with the r o
'music' "'I know I d do better if I didn't feel that way and could keep :

o . slow and steady like Migs Wiggins'" (pp. '45-46) Like the young Sonny
' ~HeA1pine in Whir of Gold, ‘Tommy ia caught between his impetuous delight ,"- :. '
~‘in playing music and his need for diaciplined practice. Both incidents o
"V‘reveal the central tens:lon between youthful freedom and mature reatraint, )
,_.which is the theme of Ross's stories of childhood aoating. The dominant ;
metaphors vaty, from the animal to the musical worlds from the horse in o

‘ "A Day with Pegasus“ to, the music of the cornet in "Cornet at Night w

In either case, t:he proeeas is the same. t.'he experience of brief, joyful :

aoaring leads inevitably back to ;he real vllorld and’ reveals the essential

¥ R

‘ 6Sinc:lair: Rose, “Cornet at Night." in h:l.e The Lm at Noon and
s "Otheg Storiee, p.‘36. °.

s
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i huaiity'of:individuala' 1ives by generating significant human responses

#] . to “that sdaring.- RS . . .
i { R - The mediating figure between the adult"’and the child in "Cornet:

: oL ‘ o .at Night" is Philip Coleman, a nntsician whom Tonmy hires to ‘help with .

,
St

§. e o D .-the harvest. He is also the essential catalyst in the story, for it is s '
;;‘ R ) - .

JE v ; ,his presence which generates significant conflicting responses among the ' o

‘;members of the Dickson family. Coleman is clearly, ‘an inappropriate

.choice aa hired hand, unsuited for and inexperienced in harVestin)g

) S .Sinclair Ross uses ‘the: significant detail of Coleman 8 hands to indicate
. |

"just poor a. choice e is as .a, labourer, and also to suggest why

i e " oo , o R et E
Tommy hires him. - S Co DL e S 3 R

-

‘ . //H}s hands were slender, almost a 3ir1's hands, yet vaguely Lo e B

/ Vi o with theirxshapely quietness they .troubled: ‘me, because, how-- 7 ,,«" o

R ‘ever slender-and. smopth, théy were yet hands to be reckoned oy
L _with, strong with a’strength ‘that was different from the S
AR rugged labour-strength I knew. (p. 42) : S

. 5’ ,Tommy,( himself an amateur musieian,. reaponds to the aesthetic strength
' B .of Coleman hs handa\, Hia choice of, Colemen is in effect a defiance of
o ! the values of the farm. He has chosen a radically different course, ‘
2‘ B .l~:-i ‘ ‘ .‘a.lien to the fam,l Tommy has not chosen as his father would ‘have: he
' e ‘ha.s followed his aesthetic and youthful impulse in disregarding the .
‘ :.\_]-’ Nrea.lities of his father 8 world. . ‘ " SV . o ' .
; /'1 - ’ 1»_7 In "Cornet at Night,“ the child deliherately chooaes to realize

/a dream by choosing Phi]_ip Coleman as the hired hand just as in “A Day
e with Pegasus" Peter Parker deliberately realizes his dream by giving it .o

.concrete fom in his composition. Peter 8" composition is a harmless

' \creation, but ’l‘omy 8, choice of the wrong sott of man can have more

e
L

)

™

2l
.-

~se'x:iuus consequences, since it can affect the success of the whole )

SR

oAt

hmest. 'ﬂle {gste in "Cornet at Night" ia definite]_.y _serious s g.oin‘g Lo
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beyond the concems oﬁ the child, for Tommy in fact jeopardizes the adult o

' and real necessity of th‘e harvest, with his aesthetic Bonl-mate.~ With

il

this more comple;: structure, the adult point of view needs no caricatures T
. oF one—dimensional mouthpieces, but emergea naturally from the circum—

. stances of the story itself from the inevitable clash of ‘two world—

. . )
" -I

‘. views. I‘his is evident at the end of the story with the simple, under— '

B é}l oy SR BRI o —t -
L. ;‘ .t o . [N -

stated truth of "You always have to put the harveat first" (p. 51) 'I'he

: strength of this story is- not simply in the clash of child and man “but
‘e .
in the tragic rightness of this quotation.' The harvest is demonstrated

5 .
¥ t6‘ be the rea}ity which 1s above any 1uxuries of hmnan emotion and sensi—

[

-tivity. Ross's outlook in "Comet at Night" is tragic, all the chsrr— :

.r; acters are, finally, sacrificed to the harvest..

cep ot T

Predictably, COIeman s stay is brief and painful. ) Hore important o

i than his failure are the insights of father, mother and son which hia

-~

presence generates. " In the pattern of the older brother in "Circus in

‘ 2

c 'Iown“ and "A ‘Day with Pegaaus,'! Philip Coleman is a mediator between the

s .- '1‘ worlds of adult and -child. lblBecause, however, he ia an exotic outsider
to Tomy, he represents .mote, the ideal than the ’ real older brother. He LR i

is, in hia glanour and mystery, similar to Peter 8 mythologized cowboy > B

e

Slim in “A Day with Pegaaua," not to the real, compromised brother, Dan. .

Philip Coleman nevertheiess eaaes Tonn:y 8 passage into the. adult world.‘ ' . -

When 'rommy confeasea hia lack of discipline a8 a musician, 001eman, with

T
34

' . 8 significant analogy to horsea, adviaes Tomny to harness, but not to '

N

SE( e

overcoma, his spontaneous delight in music. Like the other young adults ;oo

Y

EELN
;

el v vECndla L eveanii e

o .' aeen in the earlier stories, Coléman tries to - fuse mature self—discipline

. . . PR
y N .

with youthful energy His primary function, however, is that of catalyat. -

EREAN

&

\

-a
¥e

He plays music which{ffects a transformation in the world of .the fam' e
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And I was right: when they came the ndtes were pilercing, . - :

" +golden as the . .cesnet itself, and they gave life-expanse that" S
, R it ‘had never knowm: before. .They floated up. against the night, .
' - ) R and each for a moment hung there clear and visible: . Sometimesg
. . they mounted polgnant and shear. Sometimes they soared and ‘
. then - . . fell and’ brushed earth aggin. (p.' 49) '

: ',‘Again Sinclair Ross turns to the image of soaring to expreas the a.ense
» of escape into an expanding, wondrous wor1d beyond the farm. . Both "Circus

" in ’I‘own ‘and "A. Day//th/Pe’//sus" end on this optimistic note of elevating ‘.“5

45; o AT i s gy 4 WA S - %
Sdwimiidesd s .

: releue,mmet at Night" -one returns to earth in the end, after

. ‘the glorioualy uplifting music, with the necessary dismissal of Coleman. -.
_ Anticipating this dismissal, and of d"plece with i, ia the
_,._eviden-ce of adult reaponsea to the music 'of the eornet. ' For the child .
lthe music meana/ﬁromance and escape. For his father, the muaic is a kind ‘

of reproach recalling the _"diatreas of the teacher in "A Day with L _; . ',.A’:'
~'jPegasus""' R R o T P
ST ¢ was helplessnesa though, not anger. Helplessness to ) o
_escape his wheat when wheat was mnot enough when something mre :

than wheat had juat revealed itself. (p. 50) . ‘ Y A

' The child can eacape from the wheat imaginatively into music, but the.,,

father eannot, must not. In the two responses are the polarities of
.'i": youthful optimism and . adult pessimism. The mother s response to the
. music and to Coleman ] failure as a hired hand’ is left in doubt, but "she u s
E ) o 'hed been listening,too, and she nay have understood" (p. 51) : Her o
‘ “ "\surface reaction is to’ retr‘eat behind self—righteousnesa, to gloss over
¢ o ) the real meaning of Coleman 8 visit and find in it divine punishment for

‘\‘ - . : . B

Con harvesting on Sunday:" 'Next time he' 11 maybe lis‘ten to me--and remember , :'.' N :

-

Ya the Sabbath Day"' (p. 51) This is a poignant and feeble attempt to

?

defend from attack the meagre lives being lived on the farm, to provide _

' _' a kind of perveme aupport to her hnaband, who is crippled by a gense of

- (",— . }.._ X ' . A P
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hia own helplesaness. y ’I.'he complexity of human responses to a deceptively ‘

aimple incident—-soaring elatioa, a aenae of helpleasneas and false ..

piety--indicate: the_ technical improvement'in "Cornet at Night OVer the

. similar but: more simpliatic approach in “Cir@n ',l“own.‘ ' The muaic' of 3

the cornet and in fact the whole presence of ilip-Coleinan 'ia a central i :
‘ aymbol of the great world beyond to which all members ‘of the Dickeon .

family reapond with a revealing depth and poignancy., The meaning of the

’ whole Btory, then, radiatea outward from the muaic, which, either trana- -

R IPTIEA SRP. 2 Lot M

: IR
.

AVt

iy

,forma or mocka livea, in any .case illuminating the central quality of -,: ST

ia

the 1ivea being lived. 4 The power:, of the. story 4s in ita tragic over—
toneayip the absence of villaina such aaiuiea Kinley in "A Day with f . ' |
Pegaaua and in the awareness that the. harveat must come first. .

Thia hard edge of reality ia present throughout the atory.

:.

. f o
Philip Coleman, for example, seema a doomed figure, a myaterious failure Lo

as ‘a musician and ax pathetic outaider in the rural environment..\ Nothing‘ -
ia revealed of his paat, 80 that he is a. figure of considerable myatery._- S
There is alao a bitterneaa, fruatration and pettineaa in the parental |
‘ aquabblea and in the unappetizing righteousness (p. 37) of the reprea-
aive/ religion of the .mothex. The najor reason” for the tough realiem of .
"Cornet at Night,"_ ‘hoWever, ia the ﬁouble vision of the first—person B o
retrospective narrator, who is aware of bpth the aoarins mugic. and the
tragic 1imﬁ:ationa of prairie life. . Because the voice ia retroapective,(_j e
it ‘can embrace both the 1yrica1 momenta of oreleaae and the pervading B

' atmosphere of mature acceptance ‘of ‘the farm reality. . The narrative voice
18 ‘almost’ by definition bitteraweet, it is therefore the perfect vehicle
. for contrasting youth and age, idealism and neceaaity. K The retroapective ; ‘

figt—perdon narrator can re—create hia youthful experience of sparing,
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but from an adult point o:E view which tempers the sentimentality of the o

child's vision. Thia complex nérrative voice is complemented by a rather
intricate use of symboliam in\Comet at Night." Instead of the claus- o -.

. trophobic concern with a child'a perceptions, as in. "Circus in Town,

- K

' Ross in "Cornet at Night" details the multiple effecta of a central

symbolic event, the music of. the cornet, on aeveral charactera. There

7 .

Tt A e

is, then, an expansion of symbolic effect, with the multiplicity of

14

reaponses to the mgsic. . '_' L . A SR

The richly ambiguoua narrative voice ia most effective at the

-

' end of "Cornet at Night," where it embraces the various moods of youth . e
. . N ) D P . L . et N
I wanted tn rebel against what was happening, against the T
"clumsiness dnd crudity of life, but instead I stood quiet a- ’
- moment, 'almost: passive, then whéeled away and carried out hia ' o
o cornet to the buggy.. My mother was already. there, with a box - .- ST
# of lunch and some ointment for his sunburn. She said she was =~ .~ oo
sorry things ‘had- turned out this way, and thanking her’ politely S e
_hesaid that he was 8orry too, - My father looked uncomforteble, s
*  feeling, no doubt, that we were ‘all unjustly blaming eveﬂthing L
~ on him.  It's like that on a farm .You always have to put the - , -
( harvest first. (p- 51) : ' e AR

PECI

It is imposaible to determine whether it is the child or the adult who -

voices these evocative words. It is therefore imposaible to define the :,

tone‘of "You alwaya heve to put the harvest first, as this etatement
eni)raee‘& both youthful bitterness and mature resignation. The impulae :
to rebel ia clearly/ that of the vouth it is surely the adult who sees L ’
"'the clmnsiness and crudity of life,“ however. The matter-of-fact tone : j
:" .of "ahe ‘said she vas eorry and "he said he was aorry" indicates an |

e !

understated ouppreaaion of emOtion which further contributes to the - )
/ .

ambiguity and complexity of the narrative voice, thus leaving the conclu—

- sion open-ended in tone and interpretation. ) The sentimental glow of the
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) child's soaring vision never dominates the tone of "Cornet at Night,"
' becsuse the realistic course of events in this story simply does not
permit such sentimentality. Elsewhere, the infusion of light distancing

. humour keeps e\ren the most pleasant events in perspective.

. the comet, embraces positive and negative, the sense of soering and

._‘

: individual gtowth as we°ll as the avareness pf definite limitstiona.

' A.la4significant role in "Cornet et Night."‘ There ie Tonlny 8 pony, Clipper'. ,
“"There was a wvind- this sunny August morning, tanged with freedom and
'depertur.e, and PR Clipper whinnied for a race. with it" (p.‘36) In E

' ‘.'contrast to the‘free spirit of Clipper end of the music of the comet, . ;,\\;; -

""there is old relisble Rock, a disciplined work-horse, and of course the

';' A repressive religion of Tonmy s mot'ner. There is then,p even. in. minor

"details ‘a thematic contrest between freedom and discipline, which leads A

o . [ et M S RN
TS e —— . .. EPURVEIORVIS, ) s (S P aipt Bt i k- et W aatiy Do P
. U . . . A.

Lo |

‘"For a farm boy is 1ike that, Alone with himself and- his . .
‘horse he cuts a fine figure. He is the measure of the universe. . T
. He foresees a great many:encounters with life, and in them all
" ‘acquit® himself a little more than creditably, He 1s fearless, -~ . 3
", resourceful; ‘a bit.of.a brag. - His horse never contradicts. ‘

T s T e (e oy |

T

'The affectionste but rueful tone in the above psseage implies the present,

' inescapable realities of the sdult world. 'I.‘he tone, like the music of

.

As in the previons stories exs.mined in- this chapter, horses play

' neturally to the final sentence of the story, counterpointing effect:tvely

g ‘these conflicting vslues' "A hervest, however lesn, is. certsin every

o .yeer, but a cornet st night is golden only once" (p. 51) Tommy thus

- ':accepts the psssing of the music, but honours its essentisl, . golden

fretrospect the integrity of thet experience, does ot denigrate’ it from ' .

an adult point ofl view, Of ail’ the "lessons" in "Cornet at Night" AR ;.

:quelity. He 3oes beyond his youthful soaring, but does not betray in c rﬂ

S h

Y ;!"_ﬁ~)-o‘("'."_:,';..._' Ce L R Ut grn by

t

" R P it B
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' Tommy g plodding music lessons, Colemsn 8 unsuccessful 1essona in stooking e
_ . - L.

and the shallowly pious -lesson Tommy 8° mother draws from Coleman s incom—

.»

petence as a harvester—-only Tomy s 1esson about the possibili‘ties of

-

life, and the nature of art, seems enduring anid’ valuable. - By meana of . .. t;

‘
[
- - * .

et Lnn A

B S

the music of the comet, Tommy soars, into a worlvd aliem to the "farm and

a learns that the two vorlda are incompatible. He also 1earns, hoWever,

. e« . e
\n‘g:(hours of practice on the ironiéally titled Sons of Libertx piece '

:- will not neeessarily result: in the soaring music of a Philip Coleman.

v

There is a clumsiness in Tommy 8 playing that anticipa‘tes his ul:imate

perception of the "clumsiness snd crudity" of 1ife, but ll,e apparently

' heeqs Coleman 8 advice and does not stifle his own' sponti;xeity. Thus
Tommy understands t:hat the qualities wh:lich chs.rac,terize a good farmer do. s

not necessarily ensure success as a musician. thst imagination, sensi— o . e <

- ~ . . ' s . . e

' . tivity and talent, as well as perseverance, are required. ’l‘omnxy ‘as an

older narrative presence values his youthful experience, but re-createe ,'

0

4

) v .

, it within the necessary, disciplined form of the narrativei Regardless :

of the clumsiness of events of hia music,"romnry recognizes the lasting ;

e

(S

value of his experience of the golden music. 4
~This respect for the esaential, internal, unsullied quality of '

e some experience is a persistent theme in Sinclair Ross 8 qtories, and is -
. LW N\ . R
. one of several links between "Cornet at Night" and "The Outlaw," first

[

published in 1950. There :I.s sgain the youthful soaring, again the fitst—,,.

person retrospective narrator. There is, however, a nghtening of the B

. . .
s B IR

L ' general tone from that of "Cornet at Night‘,", in t /)lat the realiti]ee oi;..

K3

"‘.‘cmps ana of ad/ul/t/@sponsibilities do not intrude painfully on' the

,-

'..childlrv:lsion in "The Outlaw. They “are, . however, present as an

’ .:"0'4. .
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) that "Twenty years of struggle vrith the land hachade him a detemined AN
R often hard mazt . "7 This adult world {s present as a general E%?’xt' E
v :ln whieh, again, a yohth soare, partly as an. escape and partly as, £ ' :
' initiation inl:o manhood As in A 'Day vith Pegasue" and "Cor'net at S c _'
Night: R the child soare only to return, more mature ! to earth. . : u :'j . R
: _The central t:ens:ton of the story is expreased in the first aenrence..‘ S
- ° "She was beautiful but: dangeroua" (p 24) 'l'he beautiful outlaw horae; “ o
, Isabel like t;he wuslic of the cornet:.» appeals to she- imag:[naf_ion of the .
‘ child "Dangerous betokens adult e,aution and suapicion.' It: refera t:o o‘.: .
o isabel a reputation as-a vic.ioua en;.mal but it also. may imply the myater-— _ R
ioua power of beauty to reveal pWerful human truths ‘as doee the beau- : e
tiful music in "Corhet et Nighih" ‘At any ral:e, Ieabel 1ike life itself, > I, e

. beckons the child but is £ra\ught with dtmger. i One of the mont: elemental ' n : "

> °

‘o 3 N“ ko | s ) f‘

and bare ofﬁ,Rosa s shoxt at@ti&es “'I.‘he Outlaw" chronicles t:he boy 8 brief T

h . ..1 ride on Iaabel, against all parental orders. D'me focus of the atory is, :‘\ f‘;:"{ \
i "’ : again, twofold. on the child's experience of the ride, and on ot:her < _ SRE
. *"g g _' S - . : ) “
characters responses to tbat ride.r Again, the: central Bymbolic ind.dem: o,
e E- .{ Ly
o s - of the atory 111\m1nates the lives of all znejor charact:ers in the story.. ’ __" —f-ff:; A
L " Isabel id no ordinary farm horse»‘ ahe is :l.n the »tradition o'f.v::.l , ': ;
o S Tommy Dickson s pony. Clipper, Jenny a rejuvenated Billie anci’ the imagi- R
'1.:-- . S nary colt of Peter l’arker' ' , - ‘ w . '_': h . “ o '
. A ' ’I‘o approach her was to ‘be enlarged ttanaported. - She ves e -
Lo . " ¢oal-black, ‘gleaming, queenly. “Hér mane had "a ripple and ‘her'-" v lan e
: o ' ‘.‘neck an arch. And-somehow, softly and wmysterlougly, she was T
Ces L . always burning: . The reflection on her ‘glossy hide, whethet of Ce e
(\ .. -wintér sunshine or yellow lantern l:t.ght, seemed’ the glow of S .
R some fierce, aecret passion. (p. 25) : S . . )
» N — : ~ e '. NI .
_ ; 7Sincla-1r Rnsg, "The Outlaw," in his The Lany___g: Noon and Other e T
. Stories, p. 25. . ) et PR
BN S —————— . -"",f: - o , ‘ S .r “'~.."5“ N Ve
‘.A . ..‘ a c._ . . . _..‘ .. -v“ o ’., - :.,I
. ‘I X - X .' N .o K 'cA N .- ¥, ,.
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" More than an image of beauty and rnmance, Isabel expresses something wild

. a.nd powerful. She fhas an inner spirit which the boy s father perceives

e :'His intention was ‘to work her on the land a month or two, just

-

' ".incidentalqbut“ become s:lgnificant, even transformed, in retrospect as

M T

e '. story. " In retrospect _Ross 8 f.hoice of "dutifully“ is revealed as f:

but is, finally, unw:l.lling to break. .

. tili she was taméd down ‘to make an ,all=round,’ serviceable ,
saddle—horse, but after a painful week of haLf—dsys .on -the
. plow he let her keep her stall. - She was too hard on his ’

nerves, he said, .straining ‘ahead and pulling, twice her share. : S

She was ‘hard.‘on his selfr-respect, actually, the slender
,‘limbs, the per:l.ous head. (pe 25) :

Although not a tsmed an:lmal" Isabel "vas a captive, pining %‘ei;\__eart

away" (p.- 24) She :Ls a re&l horse, an 1mage of beauty~ and the embodi—

ment of some basic spirit of freedom which beckons the boy to worldia

beyond the farm "She was one- horse, and she was all horses. Thunderiqg'
[ :" s

battle chargers, fleet Arabians, untamed mustangs--sitting beside her on
’ RO

_..‘ . . S ‘a

ﬂ her manger I jwiew and rode them all" (p. 25) . o .

e . N ~§_
e

The child may be transported imsginatively by Isah,el but his ,

parents are less enthusia@tic: "ahe was .a very dangerous horse, and duti—

Y

,fully uy parents kept warn:l.ng me.. f’acts didn't l:l.e, they pointed out.. .

A record was' a record" (p. 25) The horse elicits conflicting responses- s

.{ . b. ‘4 . [

7

the child sées story—bpok viaiona of "thundering battle-chargers" (p. 25)

_bu{t the parents "duéifully" cite the record of facts. The use of "duti—

P ©

fully" 'is one of those minor touches by Ross which seem innocent and.

. LI .

the> centrsl experience of tpe story spreads its ripples back over the

.t

1purposeful, subtle and thematically significant._ The symbols Ross

MR L
employs in h:ls stories of childhood sosring become very complex, for

]fsabel represents a spirit of freedom but alsa radiates the roles of

p

dangerous outlaw and romantic steed.~ Her reputat:l.on, the "facts" of her

g ‘T

i

.
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T career, the rational and the'romantic views of her——all agree upon-her

m——
PN

central spirit. Essentially, Issbela serve\s a purpose similar to that of R 3 4
the 1and in much prair:l.e fiction. she iB, with her sp:Lrit, a challes,se *—~“¢ é
) ' ,for a- rider \'ﬁi h heart a.r}d spirit equal to her own" (p 265 ; L - §
) ) o fatherls 'd:c\i;:/ioh not to break Isabel's spirit by making her an hxﬂginary. ' e ' E ._
g N work-horse is a. thematic prglude to his son's. experience with her- o L % |

o 'I‘he unnamed thirteen-year-old son boasts that he is no longer a

N

. f"'"sms.ll boy" (p. 26) ’.I.’o impress a- visiting classmste, he makes the L
\imaginative snd spiritual leap of daring to ride Isabel. . He is eventually

o '_“; thrown by Isabel, but the ride is for him a complete, if momentary, )

‘.______-

. L _\.trausformetion similar to’ the: spsring ,of youths in Ross 8 earlier stories.. N

o ] ' ) oy,
The ride fs a fusign of exte{?-nal and internal wo;:_l T g reality and

A . 'fantasy. The boy e?eriences the reality of the cold wind stingi’ng his

' :‘-face and the sensation of swift movement but also reslizes his fantasy
5

s of Isabel as "one horse and - e s al.l horses" (p. 25) J‘ust as the music

“
':;

o of Philip Coleman 8 comet stimulates some aesthetic senaitivity in

PR 'rommy Dickson, 80 toQ- the glorious ride on Isabel causes ‘her young rider

' A.,to respond esthetically Ato hia natural environment 4_"I » s, s.Was- aware S

N,

: j‘ g ‘as’ never before of :Lts austere, unrelenting beauty p. 30) As in e

[t ¢ - CoLe

g "Cornet at Nighe," the visionaty soaring 1s. double-edged in "The Outlaw’." P

e v.l\

o . for the eg_f_:ernal landscape in its. beauty 1eads inevitably ‘to ‘a rather :
" . . - B Q ¢ . . N . ' ‘\ ’ ) R Lo e
' v ’ somber pergeption by° the young rider. T e e . .f"'," o T

Loo}c he fIssbel] said fimly. vhile it'd here before e T

... youy so that to the last detail it will® ‘remain clear. For<: .  °
L.t RTU U you, too, sqme day there may be atalls and halters, and it Lo

L ‘ vill be a gq d memory. (p. 30) _g ' .: o O ’ X

c‘(_,
v

The freeaom and be ‘uty of the ride is to be savoured because it is s

“ o momentary soaring that must, inevitably pass. 'l'he adult world of con- :




S a A S NG - _
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e . . o 3
. ,l;’ . B ,.u‘ {_ ¢
) ,strictions, of "stalls and halters,“ is looming even in these moments of.,

..‘,ecstatic release. Isabel therefore provides the momentary release but . o
- S her own. lack of freedom ia both ‘a reproach to and a prefiguration of the

.

' ,adult world which limits human spontaneity. The boy is, in effect,

~Tinatructed by Iaahel to preserve the integrity of the ride in hia memory,

2:; 1: 2 j“';'-\' hto honbur the brief aoaring, juat as: Tommy Dickaon ia in a sense true to e ,:‘
% }f'QJ‘ ,ﬁ' o .~,the quality of hia youthful experience and similarly pays homage to: its’z_i'- §
| ':j‘; ‘:: L z value.' There is in hoth "The Outlaw and "Cornet at\Night" an emphasis" |
i;ﬂil;f;.fﬂ- Hon the prue of youthful experience a;d on.the respect auch experiencé ‘; *n
l 5 ) -\deaervea.‘:' (“' .;"j . _“‘ e ‘TJV.?fn'ﬂ : . lwl ; , ?l' :- 3 ;
. The boy, in riding Isa?gl, succumbs to the ain of pride.'he i y g
"5,;assﬁﬁés };Q a mome that he ia master of Iaabel that he is in complete
'lfcontrol of her. -ﬁe is promptly thrown bf Iaabel and made to realize B -
» ;'“that “%eing able to ride an“outlaw vaa not the aame thing at all as. heing. )
. ' accorded the privilege of. riding one . L~;" (p 31) The important ;/”
T ‘ oquality is not in man 8 mastery of a situation, hut in his approaching
';i".:p ;h_the task with the proper spirit. The boy must ride Isabel "with heart 'I“n.i
? f?; d:h ,':‘:Z }\vandwspirit equal to her own" (p.:26) Thua the boy learns to reapect -
V& PR :

T Isabelcs inner spirit, just as his father had earlier abandoned attempts.:':’:‘;

‘ﬂ; "I%} ;i to master Iaabel and juat as Tommy Dickaon ia counselled by Philip -

"‘.ﬁf; ¥1 . #:COleman to, control his spontaneity ‘but not to destroy it. Respect ‘for- ‘iii?yp-“‘“
"*é';?;fljfi?and participation in the | proper apirit of the momentary aoaring is the ﬂf'—

ljlf‘ n:.“::highest form of homage to- that aoariﬂg.. Thia interpretation ia rein—"

: forced by the ending of‘"The Outlaw," with the\revelation of the father 8. ' ~;fhu"
?;i‘ _~..'j,r : H‘pride in his son, rather than apger at hia diaobedience. \ S
; s T e ', VIR
) "~Pride—-that was what it amounted to--pride even greatlr than

3- ',j": g}j f'j-I~“'hmine had been before I. landed in. the snowdrift. It sent me ,,',"TVU.’{.’”‘ jl: 5

R A .tsoaringya minute, took: my breath away, but it alao brought a AT RN 1
’ : ke . L B
' Lt > o . -,3'}
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little shiver of - emharrassment and. shame How‘iong, then, had T . -
0 . I kept them waiting? .How' many times in the 1ast faw: months ' - g
S e had they looked at me and despsireﬂ? (p. 33) .
Lo The father 8 pride is not in a successful mastery of Isabel,.who
- - - Al ‘) . G

' v had in fact thrown her young rider. Rather, it is in his son 8 noble °

. .attempt, evidence that the boy 8 spirit is equal to the dhallenge of the '

horse.. The challengé of Isabel is by implidation the challenge of the

N ) ,’ s ° ' .
.5 e e A i1y T
N - -, . B s

land, and of life-—one must make the attempt, take the first tentative
S0 S .
A %ep into manhood. Signifieantly, at the end of the story father
addresses son “in a manutb-man .tone of voice <. " (p 33) The mother '8 fn,"\

prOtesta are probably only. for the sake of appearances a show’ of super-

ot o e,

A 7 . fieial piety&concealing her ambiguous responses to her son's foolhardi—

’ 'ness. They are probably voiced 80 that the husband and son’ can make a* .Lf
‘f . :::: manly show of ignoring them. ﬂike Tommy Dicksbn's mother, the mother in ) ‘
,'h_l ‘;'J‘ "The Outlaw reapohds ih a peculiar parental idiom“-(p. 34) to the .'}f . :
5(i t ':iﬂ; central ineident. One can only hope that the mother 4n "The Outlaw, A:;_iifi:
L4 .f;. \like Tommy hickaon 5 mother.'“may have understood nd - . . ‘_‘~"':£ ”4:}3

= ;7:~ _f <L Therboy, then, soars twiee in'"The Outlaw," first in hia ride"$f~

'li and’ later in his discqwery of his father 8 pride in him.J He sees the '

.ot

‘f’:tﬂf . . beauty of “the 1and in hia ride, but, equally important ‘he respects the

- . source of that beauty and recognizes hia owu amall role in the universe.
i - VT", In the final soaring, the discovery of paternal pride, Rosa moves’ this
.b'U ‘ o ‘ftb'j'story of: youth into a rite of pasaage into manhood, more optimistic than
o ‘ ,{ the initiation seen ia ”Cornet at Night." ﬂoth stories, however, reveal
an authorial respect for the viaion ‘of the child, an’ inaistence that his

- %r;4¢5‘hf A experience is important, even honourable, and should be cherished id\

,"

e ”BSinclair'Roas,:ﬁCornetfat'Night,"ip, 51,
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. memory. The soaring ride cannot 1aat, but can be remembered and thus
1

-‘:re-created It is the ride in‘"The Outlaw“ which is the central symbolic

o experience illuminating the 1ives of all major characters. The boy
s ,
.responda with soaring exhilaration, ‘and after he is thrown develops a
N
more mature per‘ception of his role -a8 participant in, rather th.an master ,

Ry S
3

: : 3
-ma.sk he uses. to hide his real hopes for and pride in his son.. The

of ,life. The father 8 "dutiful'zawarnings are revealed by the ride a8, a.’

o
. v T a

‘mother s angry reaction to her son' 8 disobedience also possibly conceals

é : her pride in him. ; Meaning and character development radiate outward from '
; the central and ay\mbolic ride. L 'J.‘: S ST

. In Isabe]\, the outlaw horse R there is virtually a fourth major -

. L . S
' ’ ;character in the story., She is a real horse, free-spirited but a captive.
oo In her predicament she images the- tension between freedom and conts:l.n-'

, .ment. She serves as a fanciful mentor to the first-pereon narrative

.. ; figure, as mediator in tlﬁ\absence of an plder brother figure in this .

AT -':atory._ “The. personification of Isabel as a - coy 'female who benda the boy' IR L 3

< SO S to her will ia presented with ‘more than just the neceasary%distancing of . / B :
P N ) ’ - . "i.
g ' X humour. Rosa projects the internal deaires of-uthe boy onto the external o l/."
| o '"view of: the horae, thua avoiding the riek of sentimentalizing the boy 8. i .
' . fantasies. S l DA n :
i e ’ L - L o R P :
R muzzling, velvet lipe, she coaxed and pleaded whispered I

o . Wi

A A t Qtl\t:he delights of fantasy angd' dream were but’-as shadows o ]

¥yooooow .. - 7, 'beside-the exhilirations of rea{ity. Only try reality-—slip = 7"° /5 :.
e " her bridle on.’ :Only bé reasonahy --aak myself what ahe could RS BT

LTy gain by throwing me. (pp. 25—26. - S ‘ : IR

‘ ’:‘:: -'the story. N B ‘» ' o o C - 4' )
;o ;.f . o Por in her ‘own way, despite her record Isabel was some- : ".'",_ .
N B thing of‘a moralist. She took.a. firm ‘gtand against pride that :,: , S
Lo . "~ ‘wasn't justified. She’ coqaiglered ny u.se of the” wqrd maater A SRR ¢
insufferably presumptuoua. (p. 31)—— R TN S LN
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- ,-There is the false pride of "m.astery" and the justifiable pride in a’

apirited attempt at mastery : Finally, in the contrast between Ieabel'

S N T

e

"t

inner freedom and physical captivity there is a reflection of the com~
: '.promise evident in all the young adults of these stories, figurea who \
. ) . !
are a poignant mixture of adult and child. Isabel throwa her presump-

tuous’ yc/ung rider, thus instructing him in, the proper and necesaar)'

~

saya 'oss in hia storiea of childhood soaring, caqnot be maatered but

Out aw'"' may never tame Isabel and Tomnty  Dickson An "Cornet at Night“ ‘
" may never maater hia impulsive joy dn playing muaic, but both characters..'

velop a. mature respect' for theirx own experiencea. They' eoar to escape

) "::_ eality, _only to" finally confrOnt it in its expanae and mystery. ‘The- - ;

's'oaring is brief but enlightening, for all charactera concerned
It is this procesa of soarins which linko "Saturday Night,"‘ . _:

C published in 1951. with the other atories of childhood experience. R

ff,Outlaw or, "Cornet at Night." It has a more urban, contemporary aetting
i

"and a elightly older protagoniat than do’ those atories. In eaeentials, .
- ‘however, "Sat:urday Night" embodiea the proceaa charted throughout thia
wiser, and with a healthy respect for his previous soaring. In "Saturday
Night“ the protagonist. Tom.creates a whole fantaay. not of a circua, a
? _horse or muaic; but of hia future with a. girl, based on a brief flirt:a-,l

¢

'tion with her. ) Work:lng in anotber town. ‘Tom returns home unexpectedly

0

o to eacort Helen Bradley to a Saturday night dance. He quickly has his
‘.fantasiee of Helen ehattered and muat make an adult accomodetionf £ R
’33"}‘ : .. . ) , .

- . '\1, L
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' respec that a mature person muet accord the spiritual realities. Life, e

'can 'e participated in with grace, style and’ courage. - ’I'he .boy in "'l‘he o "

“I.A"Saturday Night" is auperficially quite different from, for example, "The . ,

..

iy
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--chapter. a youth s0ars into fantaay only to return to reality conaiderably o
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, reality of her indifference to him.
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'Ihe opening account of ’l‘om 8 train ride home depicta his con-'
flicting doubts .and aapirat%_gg. , He is physically awkward,(and regarda -

Helen as a redeeming figure "Hair and pimples, the size of his eara, o

e

23

: thiﬂgs 1ike that did’n't matter now. She was satiafied with him, juet aa ‘. A

w9’ A youth su8h ag Peter Parker in "A Day with Pegasus" eecapes

he~was.
. v'.t. N R into fantasy from the monotony of the farm life, Tom in “Saturday Night"
. eacapea into fantaeiea of a 'life with. Helen, thua rejecting his. oWn ..

self—doubte. In both caaea, youthe soar to escape some unacceptable

"reality. ' Tom reflecte on the beauty of his one. b;:ief evening with Helen, -

v et Pr ... - - . .5 PT LY gt .
.
\d

" “" . anticipates their imminent meeti.ng and even conatructa a fantasy of their //’/'
., future life together. What diatinguishes theae eentimentally juveni/ly / .
( e thoughte 1s Tom s abeolute conviction, his belief in the value and right—v | 2
, . :‘\4 ness of his feelings. The train ride 1s- "Just the, right speed. Faat, oo o o *
; ":i'but not too fast.: Getting there, but with time - to feel and aaVOur what I. .

: :‘.f."' _wae happening to him . W " ' (p. 388) ,Tomhas apparently learned the - "1 A. :‘. ’
KE leeaon taught by Iaabel in "The Outlaw,' a8 he eavoura the quality of hia o '
":; - immediate experience. - Tom values his own’ impulsiveness‘ "Waiting and O )
L ) worrying, writing letters too. cr\l to. aend, ‘and then, a week aooner than R ‘: : :
e :‘:; ‘ :": ) you d hoped counting the minutes ‘and the telegraph poles--thie way it . !

i IR '

. ;had a special edge" (pp.A 388-389). Even washing is for Tom a ritual of , . Lo

preparation, all experience becomea transfomed and has a epecial edge

L . becauae of. Helen. Thua Tom determines not to look at ‘his photosraph of : . .' B —
B L, ~". - N l' . ° R . .

fes

e~

Helen becauae "Another hour and he would be with her--why not wait and S

PN
X
£
b

take the moment of arrival neat? Why pour tepid anticipation in to rob" .

S Sinclair Roaa, "Saturday Night," Queen 8" guatterlz, LVIII, No.»
3 (Autumn 1951). 390. L
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1: of 1its tang and sparkle?" (.. 390) e ERERTRI

e B)( means, of these tactile references to the epecial edge,'.' the o

"tang’and eparkle of experience, Rose (expresses the earneatly naive S

bexpectationa of Tom. Complementing this is the benevolent landscape

)

which ‘the train carrying Tom raees through "with a. derisive whiek and ‘

flOuriBh .. _-" (pl 388) The train ride home resemblee the galloping SRS

g

e

S L

e . ‘.},-/" ride on Isabel in "The Outla\i," as the sheer energy of both rides .reaults :

‘‘‘‘

© e

‘/,/;/. L ' in aimilar manifestatione of self-congratulatory pride in both protago- - R ;

g ST niste. The youth in "The Outlaw" fancies himself briefly, the- master

e of Ieabel In "Saturday Night" Tom imagines the whole 1andecape to be '
- an. elaborate preparation for his return home: ’ o R AR
. B 3 f 4 IR N ) . N i "‘. ". N LN
Ordinarily he took little notice of such things, ‘but. he was | i o
~ aware to-day —and: approving. The golden stillneea was somehow
. appropriate, a setting, as 1f he had been. prepared for.' He
. .smiled at the extravaga.nce of the thought, indulgently, and-

. said to himself, "The way I feel to-day 1'd make something of -
S . Tt even, if it were pouring rain." (p. 387) * . P
rA.f . ‘, L A ) R - ’ ' ) N/'. “ T .

I Isabel's young rider is thrown in order to 1earn his proper role v

' ) in the order of «thinga.. So too must ‘Tom learn, must hie soaring end.‘ . .
, . J o ‘ . XY " v
- .With the arrival of the train, the real world muat again be faced by Tom.

P N

?" He' returna home only to be ecolded by hia mother for hia Extravagance

| and impulsiveneae. His confidence is reatored however,aa he asaerta hia

. ,‘manhood by telling his mother of Helea: "’.l‘urning away from her this -"; I o

- »-mother]he had aleo turned a corner, turned his mind, and now' . . . he ..

L

'soared again, felt a aurge of confidence" (p. 392) Tom soars into -

I~

‘illusions of hia own adulthood and of a life with Helen Bradley, but o R L

RS
feawe
kb

~

a‘?‘ i e

o

"whis eventual encounter with her deetroys theee illueiona. Helen ia with \ ‘

22!3?

T
o S

I e . another boy, so indifferent to Tom that Ehe can offer him “A friendly

£

. 3 G v‘"light—hearted smile, without a ehadow of enbarrassment" (p 397) Ihe

T

1
A
i

&

N .
Ry s
e

Ty
LN

2 ™
N
(4




g
.

o .real gocus of concern is 'rom 8 reaction to thia humiliation. 'He'is torn ‘

'between the impulae to rebel, to create a scene, and the ‘more mature :

.,

T ,determination to accept this’ shock gracefully. He denigratea hia feelinga

s
e

‘for Helen as "juat a bad case of puppy love .f" (p. -396) Be deni— /

" 'grates in retrospect hia own previous soaring. f ot ' z

y | ’.

it
SRS

~And it was clear to. Tom -now that the way you dreaaed and danced
was what counted with a girl. atching ‘a’. train straight from .
“work and bringing yourself along like a gift, complete with -

ears and’ pimples--no, that. sort oE thing you just didn't get Lot
.away with, (p. 397) o . . L T \,\

' . 'Tom is here being false to his own experience, ia betray:lng the value of \\

. hia soaring. He is’ humiliated as is Peter Parker by his teacher, he ia L
:figuratively thrown as is the youth in "’Ihe |Outlau, but only ‘he seems '

to conaciously reject and abandon his earlier aoaring. “ '

. ‘ - - Tom leavea the dance, manfully returning home The pouring rain -

-

that, earlier, he boasted would not dampen his spirits is now the perfect

-
A g -

- \’onic complement to, hia gloom. Tom ponders his mother 8 aolicitude. S "I_:

Y. And'. . . he wondered if. you forgot as you ‘grew .0ld r, or. 1f T
. . ¢l v what'he was experiencing was, as they said, just’a silly boy * - -~ :  ~
e T e and girl affair, if experience to come would aomeday pake it‘ A LA
C e _' aeem romantic, far-fetched nonsense. (p. 398) I

'.l‘om: 15 faced with tha temptation to aplinter h:ls peraonality by adopting N ,‘ R

.an adult, condescending perspective towarda hia own experience of soar- j.' ‘ :

,‘\

ing. He, ia the first of Roas 8 fictiona.l youtha to conacioualy articu—

;-,

late this conflict. ‘In a youth such as Tomy Dickaon there is notta .

s:lmilar degree of aelf—-conscious abstraction, or, finally, any doubt as:

DA TR

ot

J

. to hie attitude towarda his own expe‘rience. Pa:lnful that experience

g

"'might be, but 1t is never "nonsenae. . Tom resolves his personal crisis

T g
Tt
l

25 S

'.;

"very muc.h as one might expect, given the(quality of the reaolutions in

w0

235

the other atOries studied :I.n this Thapter.- ' : o SR -
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S . thia chapter he eubatitutee the dreama of aoaring aatride a horee with

--dent on "the whima of the indifferent Helen, are probably eve‘n more ‘ a

They (adults] laughed because they were envious. They called’
it nonsense’ because ‘they had:lost it. With. mockery and an air
of wiadom they tried to -make their loss seem less.. And a
. sudden, overuhelming loyalty “to his age and predicament took
""possession-of him. He knew that it would never happen again,
never quite the same, and he also knew, baring himself to the
~ moment as to a bitter, shining morning, that he would.never °
. take sides against it, never look back and belittle it fron
’ aome complacent hilltop of maturity. (p. 399) .

. .By thie final atage of 'l‘om a development, the rain provides not a gloomy :

” atmosphere but 'a patient. healing sound" (.. 400) 'I‘om, now refusing

,to belittle hie youthful infatuation, becomes, ironically, more mature

2 -and civilized. Again the eeBential spiritual quality of ‘the experience

ia honOured. Tom preeervea his inner life, Helen Bradley, however, has

 not Tom 8 potential for growth but repreeents aomething fixed and eteg—- ,

\

nant. Helen is beautiful but strangely mature, a finished piece of work

-

She: haa loat a certain vitality which '.l‘on haa preaerved by hia final

'loyalty to hia age.

-, Her hair was arranged more elaborately .than he had ever ‘seen’,
‘it, and a necklace, :gleaming and hard, coneidered, ‘1like a band
of colour round a bowl, gave her finigh and "maturity. .She .

, seemed .older, even lovelier, as if aomehow ‘she had changed' .

' since laat week grown out of reach, become a stranger. C(p. 395)

,She is, 1ike her necklace, "gleaming and hard " Tom does not harden hin-

i

. _self, is’ only briefly cynical and preeerves hia inner youthfulneaa.

Tom is8.an older boy than ‘the other fictional youtha viewed in

T

: dreams of ailife with -Helen. Tom 8. visions, 80 grandiose yet 8o depen—

. elusiVe than those of the younger protagoniete. This laat etory haa -

T 1itt1e of the rhapaodic flourish of. the other eoaring" storiea ’ little

' of the lyrical rendering of both fantaay and’ concrete action, but it

s

h followe a eimilar pattern of dream in conflict and reality. . The ending of

l'.ll . _. . . ’ - - ) ‘ . . 42 N
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“ e :': “Saturday Night" has a grace and simplicity that echoes the endings of
," . "The Outlaw and “Comet at Night," with their similar insistence on the '
ol AR
y avoidance of self—betrayal Although much of the linguistic richness of 2
. / the eLrlier stories is absent from "Saturday”Night." this is perhaps
L .
/' ; apprOpri.ate becsuse Tom is a significantly older figure than, for
N
/ example, Tommy Dickson, and he is less concerned with the beauty of
a music or of the 1andscape than he is with more abstract subjects such as - ..
(~j his future life with Belen. Due to the absence of the first-person - - P '
" narrative figure, there is in "Saturday Night“ ‘a - decline in the distancing‘ . -
humour found dn "Cornet at Night" 'and "The Outlsw, and an. excessive
concern with the fantasies, the world—view, of Tom. In these flsws, R L

" "Saturday Night curiously echoes "Circus in Town,"’_,for both stories sre
B marred by a lack of substa.ntial humsn action and of humour ‘to balance

the relentlessly earnest, dangerously sentimental narrative tone. 'l'he c

failings of the first and last of Sinclair Ross 8 tales of childhood

‘ soaring do not, however. diminish the achievement of the other storiea. '_

- U

o where Ross ir;gtrates human sction. a subtle narrstive voice and sub-' y
.'_, * R S ;. '_ . . . ' .. b ) ’
-._stantial‘t:he oo C ' oo el

g

Technically, the stories of childhood soaring are deceptively

complex. There is Ross 8- use of a significant detail, such’ as the S

- description of Phiiip Coleman 8 hands, to fix Coleman 8 essential char— v R

E l, B e , +

.

g acter. This is an. example of the degree of, economy in Ross 8 prose.~ G

y a’_v
1}
-

o

o The symbolism oﬂ horses is achieved without a 1oss of credibility, just

z,:- ' oo as the single elemental experience on uhich each story concentrates is

§~ K acceptable on both literal and symbolic levels There is a. fusion of\

{;z - g L _gaction. character snd meaning. The tendency of Ross 8 characters to e

%: . "{fdefine themselves by their responses to’ central eventsq is appsrent in N
. : o : [

o




0 = LUt T

many of the short stories, _and is .a further example of his comp essed

\

functional prose. The narrative voice of . these stories of childhood

soaring ‘is. itself a, remarkable creation, embodying ;Ln the first—person

retrospective form. the essential conflict between innocence and exper— .‘

r

ience.- The narrative voice is flexible enough to allow for both the

NPT IREE R B e’ S :

PRy
Ty e

lyrical moment of - soaring and- the rueful humour of -an, older narrative

o ...,

figure, so that there is ‘an’ internal tension and discipline in the form ,' TN \j
o Voo
as we11 as the content of the story. Perhaps the 1imited success of \\
A

~"Circ:us in Town" and "Saturday Night" is due’ in part to their lack of a " ’\

L narrative subtlety comparable to that found in "A Day with Pegasus o /\

. “Cornet at Night“ and "The Outlsw. : i‘ : L 1/ ‘ A
The essential qualities of Ross 8 artistry in the short story i !

- |

|

" are evident in this first type of story.u There is a compassion fOL—EhE/ S

human condition which informs Rosg'h s)'mpathetic character portrayals. S _. L J ‘

Thus instead of simply depicting the anger of an adult at- some youthful.“ S H

diaplay of energy, Ross penetrates to the "helplessness ‘of a man con- .

his horizons, Ross demonstrates unsentimental respect and sympathyn e

. R

‘fronting his own’ limitations. For the prairie child struggling to expand ;

: |
. Although at times melancholy. Sinclair Ross 8 vision in these stories is ’ ;
!

affirmative. for his Youthful protsgonists do endure vith their self-.. R "~ '

respect and integrity intact. The characters in these stories » lim:[ted

- e e !
. P ] N . ,‘
. as they may be by environment and circumstance, reveal in their spiritual |

l

g lots of either weary helplessness or joyful release comon bonds with
humanity. Ross 8 fictional youths confront the universal problem of
growing up, of coming to terms with the loss of innocmce. These youths
retain their self—respect much more than do the protagonists of the

L
¢ .

stories to 'be examined in Chapter Two . stories in which self-betrayal

° . o - o [ . EEEE
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- A set:ond typ of story written b}?“Si“nclair Rosa preaents a’ darker I
e B o : NI A . . o
L . . Le view of growing up tha.n ia seen in his storiee of chdzldhood soaring. The Vo ; ;
i : e R &
* B . "l
B O youthe in the stories viewed in Chapter One are only in a minor sense oo oA ’;.T
B A TR : S R 3 i
y , /-". .‘&?;-_- ' _lonera and ou“tsiders. Tommy Dickson feels uneasy in town, but finda a . I ;
A-‘(.I[ ' l" e 2 - \ i 1" .' ’v‘ t ‘:?f:
o - B conaolation in his friendship with Philip Coleman. The narrator of "The col L
1’, % & ’ ‘ . r/ ! ’f‘i§~
e '._Outiaw" ch:eams~ of riding Isabel irr order to overcome the "ignominy of , d:
oA his lowly status among hia peera. In,,"A Day with«\l?egaaus, =Peter Parker ) 3
’;\ . ; B , eatisfiea t}ui urge to- settle a’ score" by telling hia acornful claas-“ t t
o el . Cen e A ‘
E AN - mates of his® new colt. - Tom in "Sa,turday Nigh‘hf’ aeea :Ln Helen Bradley o
YT . . . s
Y . B ) L v s ,'.a
S ‘one who has ‘set him apart" from his own mediocrity. All of these youths, o
S \‘.{,'then, are odditiea for they are aelf-conacioue and phyeically or socially S
% o ! RWk“ard ~ SRR ',‘: KRS ,' o G
; ' In the storiea to be examined in this chapter, Ross createa nee ' b
, characters whoae phyaical eccentricitiea are the firat sign of deeper ,' RS
-paychological or moral diaplacement. Ross cléarly emphaaizes the pereonal ’
- A :,idioayncrasiee of hia e‘harabters in these atoriea. ) Of the charactera B
3 A | \ o _examined in the previoua chapter, Philip Coletban from "qunet at Night" R B
' ’ - ! \ ' i ;A“'\.‘ ‘
. '.ia moet aimil.arxj:o the figure of the misfi,t the central type of char- ol
’ ' acter to be viewed here in Chapter Two. Coleman ia an outaider and a. Lo
- E P .failure. . Hia slender hands indicate that he ia foreign ta rural 1i£e. ) - " )
. The characters to be examined in this chapter, like Coleman, seem haunted ,",f
Ahl‘ . ; . . .r‘ \\' "., . \':‘:l.
% R n‘.Eigl.n:es uho ‘are cut off from theirhman potential. They\range. from the B
. ot , Pt .\. ! ‘. . ‘ N ) ' 1
T vulnerable aimpleton to the demented murderer. Such miafits exper‘ience o
I--themselVea or perceive in other charactera varioua obaesai‘bns with guilt, ":o".
. . . ‘s ro ‘
_sexual p:g,rversion ‘or petty greed. Violent death cauaed by man, is a . \
N ' -‘part ‘of thia world.- The initiation into adult reality is seen. in terms
o . o B . . L - ., ) o
. ‘ "":‘fof trauma and auffering rather than in a mellow, noatalgic context. '=, PR
Wy o : : L . P
EH A . - - . A ! . ' °
gj{ﬂ G . N L]
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b Inate d. of the momengary soaring into freedom, ’there is the overwhelming

‘o

. hood eoaring aerve a more peasimiatic function in this second t?*pe of

o

" presenc\e\ of menace and evil, of self—deetructive rather: than aelf—- U

' burnt to death. In the stories to be explored in thie chapter—- 0ne 8 a - - A

% 'W (Sl
AN

liberatihg urgea. The magical horses ao evident in the atories of child-

5

P IR S O T ]
At A .

2
o

"

o . i

. atory. They appear in all their beauty in "The Runaway," only to be -

: "“~ Héifer" (1944). "Barrack Room Fiddle Tune" (1947),'"dug and Bottle". : “
c1949).‘ "'I‘he Runaway" (1952) and "The Flowers ‘that ¥ Killed um" <1972>-- :
Sinclair Ross depicta not imaginatiVe release, but phyaical ‘and mental o ,
suffering. Loyalty tk the truth of one 8 experience,' a f of t'he - 4
storiés of“youthful soaring, is’ replaced by the phenomenon o aelf:
degradation and self—-betray;l. I o g _.‘ Do

'l'he suffering and degradation in "One §a Heifer,“ which dates : RN

from 1944 s concentrated in: the character of Zrthur Vickera and per— S :",_" ‘ ‘ ;
ceived by the'-anonymous firet.—personr narrator. Thia retrospective e . ; . ,
“narrator functions principally as.-an observer and recorder of Vickers ) :‘

S major character. I

'. ~

. out in aearch “of two miaeing yearlinge. Thia is hia first trip away

S this rite of passage.. The boy s"‘eearch ia therefore a convenient device' ‘

odditiee. he is- only aecondarily a participant 4n the atory. 'Thia ia in. ' f.':;-'-,:j-
contrast fo the Tole of the narrative figure na atory eugh as "The ‘
Outlaw," where a ceryl concem is the @zvelopment of the narrator as a,'
'One's. a Beifer," the: thirteen—year—old boy is sent
from home alone, and it is presumably aomething of an initiation into o B R

adult reaponaibilities. but Ross doea not expand the poeeibilities of R
* ¥ ’ L.

b ' s

B to introduce t:he character of Arthur Vickera. It ia a credible method - \_".." Lo

[y

. : N .
of introducing a aecretive recluae.- Vickere ia Roaa e eaaential concern,i- -

he ia ‘seen from the boy 8, point of view, but little ia made of the largerl'

N . Lo R . : v R P . .

for
P
h
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- encounter are strangers u-p towards the hills. ‘1

: :.shivered in their doorways and said they d seen no strays.» v

'context of the boy s life. _ ,,".‘_"‘ . AR :

LS

Suspecting his an@als are’ hidden on Vickers' farm. the boy

v

insinuates himself int‘o an overnight visit in hopes of discovering them.

1
Even 4n this minor act of deceit- and conniving there is perhaps evidence

of a different type of youth than the mare\ naive figures of Ross s
stories of childhood soaring. Vickers deniee his guest access to a

locked stall in his bam, so that their evening tbgether, ostensibly

v '

occupied in a game of checkers, is a- kind of battle of wits ovar access B

to the atall. Ro’ss concent;rates on the hoy 8 perceptions of Vickere.

snd on the atmosphere of their evening together, wto suggest the man' s
possihly dersnged state.

AR}

B ' phere of tension and to suggest Vickers‘ crazed state i8 the concentra— ‘A

f/‘
tion on his appearance, and especially that of his eyea.

)

I'his technique ia anticipated even. before the boy encounters .

Vickers, for a sense of hrooding ‘and mystery is presént ‘at. the beginning

of his journey. The. boy 8 sunt advises him that the- people he will\ -

There is in thie
warning a- prophetic indication of things to come.
end the "strangers" together anticipate the character of. Vickers

The desdly cold and the flat white silent miles of prairie
asserted themselves like a disapproving preserce. The cattle
round 'the straw-stacks stared when we rode up as if we were»-
intruders. The-fields stsred, .and ‘the sky stared. ‘People -’

‘s

“«

(p. 120)7

-

The "ﬁisapproving and "staring" presence is the first indication of

‘. something ‘hostile to the boy.

- PR
..,-, .._.

: l’Sinclair Roas, "One s a Heifer," in_ his The Lamp-at - Noon and
' Other Stories (Toronto. McCIelland and Stewart, 1968), P’ 119..
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The central technique used to create an atnos-. g

'l‘he hostile landscape’ '

It also introduces the concentration on- .
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C -ey'es.' ‘ soon after thlis account. the boy meets a "°man Whose "eves ughe 8 S "
l-jgreedily a second" (i) '120) upon seeins his money. . A "nagging w:lnd“ B . ;!
'5 i .. - e (e 120) and the "t:hin wavering howl of a coyote" (p- 121) further darken : ' %

| " the mcene in anticipation of Vickers. Finally, the firat View, °f Vid‘e“' 5
‘ _.farm . a significant introduction to the man: ff |

] T B
: ) %
- 'We were hungry and tired but it was a poor, shiftless-looking w ',i_
. place.' .The yard was littered with old wagons and machinery, o A o
“the house was scarcely distinguishable from the stables. Dark- .. '~~~ :
. _— ness was beginning to cloge in, but there was o 1ight in the '
T windows. (p. 121) ' A )
o " ‘ '- Vickers" animalistic way of life is suggested, in the above des-
b \ - . . 2
& T cription. by the emphasis on the enviromnent of the man. His appear_ance
’ reinforces what is suggested in the above passage. His eyes are at . JON
: A M N I ‘
: g various points "hypnotic," "fierce," "guilty " "flashing," "narrowed ". ;
I "glassy,“."cold " "sharp,“ "metallit," "wild " "wavering" and. "queer o o ;
_ ' They “glare,“ “stare,"."glitter." "dilate" and "herden." ‘Vickers hss a
‘ L pet owl the eyes of which "'go on and off like yellow bulbs" (p. 129) ‘
%." In a game of checkers the boy sees Vickers make a "short—sighted" move"' ‘
.. even the lantern becomes a "hard hypnotic eye" (p. 123) In a dream the :
o Lo boy sees the owl 8 "yeilow eyes like a pair of 1anterns" (p. 130) The' 1
. ‘- " boy notes Vickers' "crafty" and "shifty“ "looks, ! and the "harsh nol
: "thick i "excited" voice of .the man.. There is also a suggestive contrast e . : ‘
AU of darkness and 1ight° "Behind the 1ight from his lantern the darkness ;
' * . . - .“ L .
e R hovered vast and siniste (p. 123) 'Ihe atmosphere is further intensi— '
‘ ‘ fied by brief referen:f's to the ticking clock, the wind outside and the ,
@ e - cold within the house. The result of these intense and repetitive ‘ " ‘
- I - e : Lo
% patterns of imsgery is as much a creation of atmosphere as it is a study e , {
+ | P
"3» B A . of the character of Vickerm , remains enigmatic, but the tension he
{_';a generates is very real. One can suspect Vickers sanity s or the validity
1 ‘ o } \ i
) ; | \ B
. l ' " "I
v

3%)



. ,,problem of aisolation.

N "'the stories to. be examined :I.n ‘this chapter. Vickers is isolated by his

x"" ’

of the boy 8. perceptions, but the total atmosphere of fear that is gen— T

erated between them is very intense.' The intémal life of l/ckers

’-'.""remains mysterious but’ is nevertheless brilliantly sugg/ested by the.

’~numerous external hints. ' S AN - \

The question of Vickers possible insanity is; dramatized in the

| ~prob1em of exactly what 1is hidden in the locked stall.' This stall thisi_“

s

‘ .
secret, is an excellent link betWeen the boy and the man. , They are
.,.

r

'."engaged in ‘an elemental conflict over truth. one is intent on . revealing, o

the other on concealing, the truth of the locked stall. ) For both

e -figures, the struggle becomes obsessive, what is initially for the boy a '

simple problem of . finding lost animsls becomes, briefly, something very

: different., In his final attempt to open the stall. the boy seems to go '

el

‘ 'beyond his original ’motivstion, and seems compelled by .a need to know

. -the truth, whatever it might be: he :Lh "Terrified of the stall, yet

compelled by a frantic need to get inside" (p. 132). At .this pointtin’

)f

- the story the boy seens to have forgotten about his animals, a.nd the

M .

'i‘ssue» of the locke‘d-stall' assumes almost an impersonal phi‘losophical

importance. The locked stall also, of course, provides a focus of
: _~'the conflict between man and boy in the story.

Part of Vickers conversation with his young guest concerns the .' o

) "You don t know how bad it is sometimes. ~ Weeks on end ‘and no-
- one to talk to._ You're not yourself--you're: not sure what
you're gqing to say or 'do." (p 125) co e

R ‘—'.This theme of geographic or social isolation 15 a recurring element in

I

.‘environment as much as. by h:ls innate personality. (Other characters suchl" e

‘»

.ss PriVate Coulter in- "Jug and Bottle“ sre not placed in such desolate -

\
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"/ . and empty environments; but sre nevertheless alienated from their fellow {
man Isolation,\ suspiciousness, and vulnarability‘are comon elements ‘ .'-' ‘ . 3?
| , in the figure of the misfit in Ross 's stories ) Isolation is part csuse'-_ . %“E

and part symptom of deeper disorders in the misfit. Vickera statement “ v | % ‘

e ‘ o

quoted above may be a kind of tentative confession, but it may also be a

ithreat. Vickers ambiguous words testify to the dangers of prolonged
isolation, and are ominously linked to his- tale of a girl who had bri‘efIY*r
\
lived with him. This story-within—s-story, disjointed as it is, further '
\ . N
contributes to the menac:ing portrait of Vickers.

"Too many of the kind you 11 never. get rid of again. ‘She did,
-last sumer when she was here. I had to put her out. "

- 'Just two weeks_ago she - came back--walked over with an old

. . sult—case ax}d said she was going to' stay. .It'was cold. at

\r home, and she had to wgrk too hard," and she didn t mind ﬁn
: ~if 1 couldn t pay her wages. L ' . \

’ ‘She was so stupid that at checkers -ghe' d forget whether she .
was black or red... . o I .uged, to. look at her and think’
nobody ‘knew now anyway- and that she'd maybe do. « «.« But:

o ~ -then 1'd go up in the bills . . . and it wasn t right even’

| ST T for the sake of your meals ready and your "house kept clean.'
L ’ . \ (p. 127)

. In "One 8 & Heifer" and "Jug and Bottle," the atory-within-a-story is

told by a character as if to purge himself of some burden of guilt. : B v

Here, Vickers obsessively returns again and again to his tale but he - | ~
hss enough cunning to refrain from telling all. , '

‘ - Several phrases from his reverie are powerfully suggestive' "'the .
kind you 11 never get rid of again,'" "‘nobody knew"' and "'it wasn' t
right . 5l,‘. ."' 'Iogether, these phrases suggest thst Vickera was torn .
between a basic sexual need for the girl and an overriding guilt for his | .
desire. 'l‘he statements about the girl's stupidity are significant, the : -

C ";:‘, same pattern of ‘the aimpleton or nisfit evoking significant hunan e

L o, N . . . ‘ J . ‘ LRI '.. N . , . - i3
ey . - e o . N & . e R S . Do . . c oo ] i ST B
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' / S Room Fiddle Tune. " The view of Vickers is further. darkened by the image -

/ ., 'attempt to open the stall fails and results in a narrow escape from an 4

‘-reactions in- others is given prominence in “Jug and Bottle" and "Barrack

. of him alone at hia table, playing checkers with an imaginary opponent
\ or staring fearfully out a window "as if there was nothing he, was afraid
M jof that could reach him by the door" Ap. 129) The details of t:he story

' suggest there is something terribly wrong with Vickers. _The boy's’ final -'

R ,.:enraged Vickers. Upon arriving home,the boy ‘learns that his e.nimale ‘have / o
' already returned home, he then asks the question which takes one back o
- again to the enigmatic V:lckers. o co e . ':. SR A

MRyt the stall, then-~just becsuse I wanted to look inside he ok
knocked me down-—and if it wasn t the calves in there--" L L

This ending has a quality found in the endings of other stories

‘by Ross, an ability to, as Robert Chambers notes in' his book Sinclair :

" .."Ross and Ernest Buckler, send our ‘minds . reeling back across _the.whole .

. ,length of the story . ."2 ‘The ending‘is more than just a eur'pris-e.', -

It forcesu a- revaluation ‘of all that has happened in. the story, foxr the .
obvious posaibility that Vickers has killed and hidden his female com-

panion, puts hi_e crafty" "looko " his fear of the boy 8 search into a.’i
' darker‘ conte:'ct'. Seemingly innocent details now take emn a more ominous _:' %
. 1

: ":-’“interpretation. This can be compared ta the ending of "The Outhw," '

. -'.,where ‘the final revelatiou of parental pride in the son 8 dar:!.ng ride on

N ‘Isabel transfoms one s understanding of the parents ‘ -Their earlier . \‘

5 .

'warnings ageinst riding Isabel are: revealed as a kind of hidden encour—

':"' :agenent.l 'l'he surprise ending of "One 8 a Heifer" also An, a sense creates L

]
‘ . ‘w

o 2R.t:abe:l.'t D. Chembers, Sinclair Ross and Ernest Buckler (Toronto.\;}_—\ o
VCOpp Clark Publishing, 1975), p. 213._ ] ; .
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an entirely new story, to the extent thst it suggests a new. interpreta— _—

tion of eventa. One can choose bemeen the view of Vickers ‘a8 a mere N o
5 - ’ 'eccentric and the possibility that he is a grotesque murderer. There is
o ) PR - mo conclusive evidence to. support either view, although Ross clsarly

:melies that Vickers is, ‘at the very least, deranged aud torn by some °

n 'mysterious guilt. ¢ .’ JREES

"‘? ' "One 's a Heifer" presents, in ‘the chsrat:ter of Vickers, a useiul

1' l

.{;f‘,‘ o T . introduction to the other stories to be viewed in this chapter, for there

is :Ln .most of these stories an emphasis on a certain type of.chara_cter S R
' rather than primarily on, as in the. stories of youthful soaring, .s

_ pattern of. erperience. "The«Runavay is the major exception to this, for .

' l“it, more - than the other stories to- be examiued here, balances h

acter. and; hunian actioh.- For theﬁmost part however, the emphasis in o

these stories is 'o'n' character and atmosphere rather than on action. S Im
'"One s a Heifer," for example, Rose carefully constructs a brooding E
-‘.'”atmosphere by the orchestrated references to eyes R to Vickers' "looks"

| S
c and to his ominous mutter'ings. Furthermore ,the character of Vickers S

'_'embodies many of the qualities to be seen in Ross ' subseq,uent fictional

o K ; . o'. ~_misfits., In "Jug and Bottle“ ‘Ross describes a lonely young soldier * R .. .
\ - . L "'. , obsessed, like Vickers, with a burden of guilt. . In "The Flowers that E .. o
‘l - o 'Kiued Him“. there is a ch;racter torn between violent perversion and the '. . o
;J . :., ,b : e tortures of h‘is own guilt, this kind of conflict is suggested in Vickers .
?:}' ' own tale of his female 3uest. ; In "The Runaway" there ie a cunning and

f; ﬁ »,:-_'obsessi.vely greedy farmer who dies a violent. 3rotesque death. In

2: \ "Barrack Room Fiddle Tune," the next. story to bs examined, Ross creatss 4

:;3 - =,s character who is, 1ike Vickers, a lone.ly outsider. and, 1ike Vickers' s \ L

"i ‘ .female 3uest, rather simple-minded. ' S ' 'I' v :

mG
'
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‘-'S_JI \‘ . - P "Barraclé Room Fiddle Tune," first published in 1947 tells of
'/t . . - : '

:Peter Dawson, a young soldier who is ' simple and a little queer. n3 . ' Dawson

B

-is not a grotesque figure 1ike Vickers, but: he is s misfit and an out— L

(

. sider,n isolated not by geography or twisted personality but by his own

.

é . ‘. 'I[ ‘mental limitationa.. . '. N 4 - I

‘ He was just a big, awkward farmboy. All he knew was - wheat and’

_ horses . .. . but no ope ever laughed ox tried to make a butt- of

o . .o ,him There was something that kept us in -our place, demanded . o

; S . .. our-respect. Not- ‘just his simplicity, his slow, countrified .. -~ . _‘5{:

o+ .. helplessness that would have made'a joke at his expedse like a o )

/ . .= . 7 shot at-a aleeping bird. No--something more -than forbearance L 5

S i on our part, something positive, within ‘himself, a kind of ) ' &
S dignity that nade. us hesitate before we, laughed. (p. 13)

Dswson s helplessness as ‘a yolmg recruit his uneasiness snd self-—con—
P " " o . seiousness, significantly affeets his fellow recruits, for "Seeing him = o

o o "so awkward an(t exposed. so helpless and sincere, we felt his. distress as

ER T LR
v

. L ~'keen1y as he did himself" fp. 13) Dawson evokes support and sympathy "_- ' T

. . .from his peers; the-idiot gi‘rl iuM One's a Heifer apparently provoked a o

R

' ’mixture of contempt and lust in Vickers.- In both cases, human responses Lo
-‘to these two misfits are significant. The first-person-narrator of o AR

pea e

e

o "_"Barraek Room Fiddle 'I'une and his fellow recrnita reveal their own L -y
2 : . . e,
~ . ehsracters by their compassionate response to Dawson. Similarly, Vieke!;s B .

e e,

=
-

4

A‘attitude towards the idiot sirl signifies his whole twisted naturs. S o

Dawson is simple. ' edulous and vulnerable. He has a ehildlike

}4‘: S s joy :l.n his "free" military forms and equipment, for he cannot realize -

ER

"‘-: an : the serious eonsequences of his enlisting. :Yet even this ‘pathetic inno- .:
cenee at first moves .Dawaon' 's peers to sympathy: "Ordinarily we Joked

snd wisecracked a lot, but no one tried a syllable of it now. Instead

4 a

L 3Sine1air Ross, “Barrack Room Fiddle Tuhe," Manitoba Arts Reviev.
' 5. No. 6 (Spring 1947), 15 - ,

. . . ‘ : : ‘o ,
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";';, ! ';‘ ) ‘_'—:'" we tried to match hia enthusiasm, turned from admirlng his boota and

| underahirts to'a disgruntled inspection of our own" (p 14) Inevitably, o |
there are’ t?hooe who do ‘not 80 protect and support Peter Dauaon. Ae. a-

| aoldier, he 1s a failure and is treated as such | '{

o _~ He had a hard time on the drill square. Slow, awkward,
" big--out of. step and unawexe of it, never ‘able - to dietinguiah

4

s -

,r conaolation, Dawson turna to his fellow recruits, among whom

there is a apirit of “camaraderie, and to hia fiddle. These recruite
{ .

) see beyond Dawaon 8, stupidity and helpleasness to hie eenaitivity and

; , 5 vu.luerability' "He were the only onea who ever really saw him. We saw.
' : him only wh’en hie had his fi.ddleI out, ,intent on somé simple tune that he

L would never learn if hg kept at. it till he was a hundred“ (p. 15) The
"ugly, jagged sounds" (p. 16) of Dawaon 8 fiddle represent: a final teat
to his fellow recruits. They are torn between putting an end to Dawson s' -
cacophony and further aupporting him. "‘So we let him fiddle. Cowarda, ‘
in a way, afraid of the dumb, reproachful miaery that ve knew would fill
hia eyea‘ (p. 15) Juat as Dawson haa brought out the best in his peera,. ' | .
by evoking their,,gompasaion, his "ja;sed soundo" now provoke in them e o 3
"black, cowardly evil, directed . '. .. at hia fiddle',' (p. 16). They atage | I

- én "accidental" deatruction of the fiddle, but thereby render Dewson,

Ly ‘ . inadvertently. a stunnins blow' "Eia face, though, revealed h:l.m, a numb
suspended look as if he were kepping atill. just hanging on, till he ;‘. _ b '

- = ) could get a grip of himself and decide what next to o" (p. 17)‘ Shamed

: end embarraaeed, the men’ finally redeem themselvea by’ buying Dawaon a _' .' :

-.. . L. . . - Lo P . o . . - [
- - o » L. LN ¥ - . .' ~ Lt -
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,_Vickers, purge themselves of guilt for their treatment of the aimpleton. .
' 'I‘he story concludes with the narrator -8 acknowledgement of the importance

L of his experience with Peter Dawaon. :

_in this atory again evokes illuminating emotiona in other characters. , -

‘ Ee ie perhaps important in himself and- aleo for the reaponses he gener- ‘
"':“deal w:l.th the situation of the simpleton evoking significsnt human

- auggested in V:l.ckers tale of his female guest. - In "Barrsck Room Fiddle o T

C . to the simpleton.. In. "Jug and Bottle," the phenomem)n of the misfit
‘_is also s anecdotal, retrospective tale of ‘an odd young soldier, but :Lt

o -il’rivate Coulter. the pmtssonist of "Jug and Bottle,'f is not: a s:lmpleton,
E but he 1s guilt-ridden. maudlin snd virtually friendlesse He is, thon,
another iaolated misfit, hie fate is leas pleasant than that of Peter __'A ;

e Dawson. o B o " I o ‘.' e e

RS R U PN P I I T ey
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new fiddle thus restoring his happinesa and stability. They, un].ike o

A8 o S et T
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fu

But\ whether the importance was because of him or us, because he : : .
“had “loved his fiddle and grieved for. it, or because we had. - e
destroyed 1it, been aahamed and tried to make amends-—thst was. . ' '
- not: 8o easy to decide. (p..17)

"Barrack Room Fiddle Tune" 'is, in terms of ita plot, anecdotal, .

-

flst and rather aentimental. 'l'he most interesting aspects of the atory,'

- . Lt PR

are the character of Peter Dswson and the phenomenon of: the vulnerable SR o

eccentric somehow significantly affecting other charactere. . The misfit, _

I

ates in others. : "Barrack Room’ Fiddle Tune" snd "One B a 'Heifer" both

- .
e

reaponsea.' In "Oue B & Heifer“ that situation is secoddary,, bsrely

'\

"l‘une" :I.t 13 dealt vith more directly., This story is more optimiatic ‘than .’

"One 8 a Heifer" becsuse the recruits unlike Vickera. right their wrong :‘ o Ton

‘ ,evoking illuminating human responsea ia aga.in prominent. . "Jug and Bottle"

PR RV

ia perhaps thematically more. ambitioua than "Bsrrack Room Fiddle Tune. L S

B
Sowo
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t "Jug and Bottle," first published in 1949, like ita predecesaora I " R

wt 'lOne 8 a Heifer" and "Barrack Room Fiddle 'rune" is a. first—person retra- -

X : . . . v,

R spective study of a aocial miefit.' The narrative figure in this story -

'is, however, moTre of ‘a participant in the story than ia the boy in "One s

C et

_a Heifer. : Consequently, both the narrator and Private Coulter are major

~

e figures in "Jug and Bcttle.. The guarded narrat:ive voice, like that of h .

Arthur Vickers during hia diajoiuted monologue. presents an ambiguoue

4
¥
- .';'-}'A -

d and. ontnous view, of 1te mpeaker: T L B DR

’ ‘i : i. Moat people b tell it to just ahrug and ask if there aren't .- oo e

: _ too - mahy sentimental fools alreadjr meddling up the world. -Foxr— ' e ]
" , . get him, they say, with a clear conacience. It isn t as if he = e
. were: 'an-old or valued friend. - A
'“' g N Obviously he was on" his way out anyway. What I did- for fidm = Tl .
and whatI failed 5(& o do are beside the goint. A leakyu hoat in

- storm is doomed

. , , - ) L 5,

The narrator :Ln this passage at. the vé}y beginning of "J'ng and Bottle" s

v ‘ admits toa aense of guilt, and to a compuls:lon to _tell hia tale of - :

- Private Coulter, vho “wras on his way out any;way. “The clipped. cliched o ;

‘ ' | phraaes the narrator uaes in the above passage have the ri:ng c'f empty : . . ;
| w::rds repeated in a futile attempt to. gain absolution.‘ ’rhe narrator ;.s - « ‘

tom betWeen rat:ionali.zins his msterious past treatt;ent cf Coulter, and ..

o : o " ,. ackawledging a "fee]:ing of involvement and responsibility ! (p. ‘ : ' ‘.

,) V' . T 5(10) 'Tt;e‘ atory ig hi,a attempt ‘to free himself like Vickers of guilt | "' ,

;l' - l . by re-l:l.ving the traumatic experience fram thej past:._ - - S v - ;‘ 3 ._‘ -
‘ o . | :. . -. Once the emotional context of guilt is eatablished t:he st.ory '-‘,

*;: | proceeda in anecdotal eections, to depict the character of Private L ' )

{“ Coulter and the. nature of his relationship with the aarrator. m'he anee-—. .

:?:Q LT g ,_ dotal form is similar to that of "Barrack Room Fiddle 'mne," but :ls more '

o el sm‘clair Rosa, "Jug and 'Bottle," \ung' 'a' Quarterly, fLV,:’,- No'.:':;, " -f.'~.7t-.'
g (Hinter 1949-1950), Soo. T T T s
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N rig:l.d in "Jug and Bottle." Coulter, like Peter Dawson An "Barrack Room. . " o
’ F:dele Tune," ia a failure as a sold:[.er, an oddity in external make-up. -
T Part of Coulter 8 trouble. on the parade square anyway. was gy o
", .. - his height. 'Six feet -three and thin—-the sergeants -couldn't T
s B ‘miss him. His neck swas long, his nose a-beak, his shoulders = - S
-7, 7 weak and drooping. Still worse, he had a pe‘uliar, ;]erky galt
when marchings . .'., The NCO 8 could no moYe have m:lssed such -~ ..
- ‘a sight- than they could have conaidered it-a credit to their T
~. - trdining. All they could do was make a but’t of him and bellaw..
o o G e SOD
BN SR Furtheruﬁore, his hands are "the ‘most’ useless pair . e 1 have ever seen.- -
. A:u.li?. LV Sl on ‘a man" (p 501). l»His voice 1s "thin,‘ almoat piping in. groteaque con— : &
K ‘ o N . e
' ) trast ta his big, unga:Lnly body . e, M (p 502) This detailed account > .2
= T . M ’. ‘ L ) ¥
“‘ LT of Coulter 8 physical oddities, like the . deacription of Vickers eyes i_.n (S
P "One s a ﬂeifer,'f s 1n a.nt:lcipation of the man's internal oddities. EEPR AR
‘ N ' L e
IR A "There was something exposed and. W(Elnerable abdut him that invited L
L,. hullying. No' aigns up, no defences" (p.’ 501). Peter Dawson, it ahoula e :
P be remembered at this po:l.nt:, :l.s “36 awkward and, exposed 80 helpless -and,- ! "
o, sincere. . e ."5 " The narrator. of."Jug and Bottle" 'aasumes a protect::l.ve B
B e - et L )
) “ R le towards Coulter, justnaa the narrator of "Barrack Room Fiddle 'I'une .
o A e k
L suppdrta Peter Dawson.. Both responses are in’ contrast to the mixture of. "‘ '
e e t e
oo L :loathing and desire ‘with which, apparentl}’. Vickera in "One s a He‘lfer" f .

< /- T o

Yoo responds to. hia female guest. In thia instance, however, a flawed, handi- o e e

._; ". . .'-_ ’ l - M M \
- a capped and’ 1n some sense helpless peraon is thrust upon a normal person

'aa a sort of reeponaibility, and the mcral:l.ty of that normal character

A L ‘ )
4 l‘e‘revealed and teated in his treatment of his helpless charge.i l’ . ¢ -
: 4 e Al!:hough ‘the narratorrof “Jug and Botcle" aastmea ‘a protective“ . /,...4 / 5
. ) o role tot;erds cOulter. h:Ls motivea for th:l.s are more comp}ex,. and perhapa o ’
leas admirable, thﬁn those of Peter Dawson'e fellow recruits in "Barrack B

e S_S:i.ncla;lr Ross, ;!!nqigaee Rqom}x_riaué ‘.rgne,j{,p.'ls._-'” L e e

-
x
« .
< K . . -1 e . O . .. .
N ~ B . P B . s - .. . . Ll . ‘ L. L. s A » 2 Ed
" o . - . )
. N . J N .
Y « . .o 1
] . ! 1 L - '
g : y s .
A A .
§ ¢ . . «‘c N ’ 0 VL vl
" < - LU I L)
0 . ' e
- a
q ) . - <
- - Lo -
t <

eV A T T S -



R

X - e . .'.4“._( .A:‘. "'A, ‘.-;.“— .. .",:_ e ..v

1.
R

N .t ) . '\ * " . (S
s, L . )

e

7 - TR ‘\VJ”"WPMM\!%WW
- o ;

R ] . - =,
. e o [ Al N

4

[ )
‘l
.
+
.
. ) Al T
.
\ = et

j
l . v o SRR T e
Room Fiddle Tune. The narrator relishes the “feeling of control e “,

Somethixig like a’small boy in charge of a: lumbering draft Horse" (p ’503) DERRE

A . -

In sbme ‘sense, the, narrator is master as well as_ protector .of Private ‘

v

Lot

. Coulter'\this possibility was not explorfd in ‘the: relationshig between e

(Y]

Peter Datlvson and his fellow recruits, which may account for the senti—/
P . ]

mental nature of "Barrack Room Fiddle Tune. ﬁt any rate, there ia in.

r

 —

3
¢
Y
i
4",\

e
gl

R, . o
the narrative voice i‘n "Jug and Bottle" ‘a . constant element of 3uilt And

. Ay T
7

£l
&
-~

self— condematiou T

-
- PR

Ser sl

'

’.,»

C — L
.

L T I didn't worry, didn't probe, didn't ‘take. him too seriously.
e ‘Even on his bad days I just said.easy, " cheerful. things and’ let/

N . him go. again., "It happened in books and novies. not among
o, people you knew. (p. 503) o . o S

-~ *

IR
i ]

\

J 'r

R S

N .
with so\ne unspecified event and cleverly leada the reader on. Th same

' technique is" used in "The Flowers ‘that Killed Him "\ The type of ela- ce .

'.-_. . R B

-
.\;."’" . ‘! . . p
Lo . bility for Private Coulter but does not live up to it. The relat onship ’ . .

4"
N o .

3

.,-: whet is evident in the above passage. 'l’hey do not expand the dyn'

AP -

‘ of a hunan relationship but merely reinforce the factuality of the bove

pesssge. The result is a repetitions and patterned relstionship be : een

i the two chatacters. Anecdotal increments Qredi-étably reinforce the:

T;:: . B initial vie‘; of the relstionship between the two ~cheracters.. ‘

;f | R ."‘ ? ' ) Private Coulter, outlandish" in his appearance and his pers n- -

;»_ ] ality, like PEter Dawson in- "Barrack Room Fiddle Tune" "roused smnet ng s
:,‘.u . .' groteétive in you, .made you want to keep an. eye on. hin o vie lt be
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e kind of reﬂPQﬂBibility" (p- 502) 'rhe narrator 5 admissidh that "I, Co

7 . - became necessary “to him R " (p- 507) anticipntes the moral test of . o § .

S his senae of reeponsihility. v Accounte of the "dead—weight, blank coae

= s

despair" (p. 504) of Coulter 8 drinking sprees and of his. tentative ' I

t
04

A
PR P AT L AP 52
N T AN a2

-

ekperiments with suicide are produced as. evidence with which the narrator

e condemne him.self "I hadn t the slightest awareness ox understand‘ing of PR

-
.
Y

i

19

the crieia that wag approaching" (p 507) Just as Coulter 8 external

J

R B < S Tyt S PR R
L .. —y L. . .

; ' , L oddities mirror his eccentric nature, 80 too his drinking and his auici-. -
. | dal inp‘uﬂlses indicate "an inner«'follapae, a relinquishment of everythiang
i by which a man 1ives--purpose, ;;pectancy, self-respect" (p. 505) There ,;\" "
SR ‘-is, then, the‘mystery of/ the despair of Coulter, as well as the mystery o g‘-“ e ‘
l 'of ‘the narra:or 8 guilt. Both 'characters are, dn a sense-, miﬂfits. '_ o | .
: C : 3

) There ig also the puzzle of Coulter s paradoxical attitudes toward a

.girl Muriel Coulter writes her, falt"hfully, but confesses"'I enli‘bted ‘
‘to get away from her (p_., '504) . 'i!e shows the’ narrator ‘a picture of her. ."" k B
- ‘; and the next inatang:, in what seemed a fit of rage ripped it through -
. and r:rumpled the pieces" (p. 503). There is in this inner conflict R g
K ' between ttraction or loyalty to and rep:;lsion from the gir{ a similsrity -,.‘ /,\
E N ,to Arthur Vickers conflicting rresponsea to‘his helpless female gueat in | i
'_ . ‘ A Av."One 's a Heifer " ‘ e o o , . '. ‘“‘"‘f_'f"_- .
h’ - . . q ' With the ovex;seas journey of the troops in Section IV of "Jug N L ' |
} < : and‘ Bottle" comes the revelation ‘of Coulter 8 guilt-ridden tele. Coulter 8 :
:',‘ . ) - _explanation of hia despair is/ very sentimental, and perhaps ‘the weakest _' ‘ .
{‘ - aspect of "Jug and ‘Bottle. uriel is, revealed to he a terminally ill : ‘ B " |
B )z ) ‘girl whon Coulter had befriended, out of a sense of responaibility ) | . "‘ '
) x" sin\ilar to that of the nsrrator for Coulter',’ and indeed to that of the ; ° “:
’~‘.recruita in "Barrack Room Fiddle Tune“ for Peter Dawaon'"'She wés al!vrays !
o o ' T P vy
“ ' o R A v .
= v T o T T Y

\ i
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’ _-':’.' response from his lisg:ener to the tale of Muriel. He is gratifie" by

8
than ‘he anticipated and escapes into the Army The only redeeming

from Muriel to Coulter, from Coulter to the narrator. Both men feel
. gullt for assuming, then neglecting, important human responsibilities. T
Coulter, like the narrator, sees in benevolence to another "‘a kind of e

‘blanket compensation'" (p. 512) for his own sense of inadequacy- -Both

- f-,.recruita' in "Barrack Room Fiddle Tune." do not fully accept and perform ’

A the inherent: responsibilities of that role. e - *A‘ E

: "Jug and Bottle" ‘is also attempting tq purge his own guilt, for he

'f "failed 1l ECoulter] when he' had greatest nged of me s i1 (b 500 |

Lot Vulnerable nisfits‘ such as Pecer Dawson or Private Coulter co rt

there, next d00r, a kind of responsibility'" (p. 513) 'Muriel stages a R

miraculous’,recovery. Coulter is trapped in a. relationship which is more

featurewof this account is the ;Lron:l.c cycle of guilt, a legacy passed e

L .“.

il

'.‘,

characters assume t:he role ‘of defender dbenefactor, they, unlike the

« . L -

3

Arthur‘ Vickers, in "One s a Heifer," ‘at the very least turned a:
helpless girl aﬂ” ay from his house, and possibly murdered her. His odd 4

behaviour indicates that he . is troubled by the nature of his treatme

of her.. Similarly, COulter ‘Tthe narrator of "Jug and' Bottle" both

T—

seek relief from guilt through telling their tales.’ Coulter seeks a - '

K

the bland assurance) of the nsrrator, and gratefully repl»ifes to h, :

relief o e (p..SlO) '.l‘he narrator, of /cdurse, in’ telling the ta e of

'\.-

just as Coulter himself had efailed Muriel by leaving her. :

)
e

di\@ster, and in a sense Eheir survival depends on the benevolence of N
o PR [ , Y \, .

o
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- their peers.-‘With‘the arrival of the troops in England Coulter's
vt s . . . l
.,.1‘1 [ -, -
5 increasing dependence on the narrator, and his vulnerability, pdts the
é' {ﬁlf ',~ B narrator 8 glib sense of responsibility to. an illuminating test. Again,'
] " the misfit evokes significant huran . responses. S ‘ h”~ o 'f._ . i n
4, Something about his voice and manner broughﬁ out the worst in , Y .
> Jome. Something that was at once frightened and demanding, . ' . ‘
‘wretched and proprietary.' Just as if he had a. special claim' e
P on me, as if sympathising with him in his nmisfortune was my Lo PR
N Lo special job. (p. 516) T _ . S
! “u?:i".. . Coulter, of course, does have a special clai on the narrator;'he has ’i
:_‘been previously granted that claim by the narrator, who has tacitly ' ﬁ
. . ' f g . : .
o, L assumed the roles of Coulter 8 friend and confessor. Coulter, who ‘has g
‘. , previously brought Gut the’ best in the narrator, now brings 6ut the worst ;
N _.l ,' o in him. Despite the external hints of Coulter 8. approaching crisis - R ‘

(;

‘L W

- his "frightened stammer, his tendency to wince and recoil——the narrator
‘-determines to terminate their relationship. - gy .

. oL ' . [
S At this stage, the narrator might have some ‘cause in feeling

PR l,'-‘ » :‘:i,guilty for rejecting Coulter. The final sec on of the story, however, .
b} O . v \,

<;shifts thematic emphasis from humsn gui and responsibility to externsl Co

ey
R

. o ’ fate and chance. Muriel is revealed to ave wasted away to dsath, pining

‘jfor Coulter, presumably. Coulter, distraught, seeks out his friend, and

¢ '.; "';"“ “'they arranse to meet at a 1oca1 pub which the narrator calls The Qgg and

e g T

1l.' "\l ‘Bottle.. Coulter does not arrive, however. and 1ater, his\suicide is

revealed. ‘A major supplies the final»ironic aurprise.“ . _' A _‘hf' o "‘; vy

o o lccording to somé of the men 4n’ his hut, Private Coulter 1e£t
SR O -csmp early last evening to meet a friend in the village, 8o S =
SN coa it's likely e was waiting for you . across the street. _There = - - .., s
oo 7w ... | .are two publiec houses in the village, and I daresay they both o ;
e Ihave a door marked~Jug and Bottle." It's just an entrance--. . =~ . .
A e you '11 see it evexywhexe over here--the dogr you uge when you’’ -
ceo T e bring a jug -o% -bo t1e ‘to ‘take; javay your beer" (p. 521)




?3545uv_"‘ - The final paragraph returna ‘to the understated and perhapa unjustified

guilt of the narrator. The "chain of. guilt" (p. 519) is thue pasaed from

.~

Coulter to the narrator, both of whom perceive themselves aa falae to

~

. /e

their charges and to their beat impulaea. Coulter firat feels guilty

becauae "He had aaved, then abandoned her . .:.V (p. 519) later, Eg%

F T L narrator balievea "I failed him.when he had greateat need of me ...:e" o " . o
) (p-‘SOO) . S A L
e : A ' I s Co - ‘ ' o ST

TR .f', : ,f‘ It might be wise at this. point to recall the narrator's warning

from early in the atory: "Dou't read into it what waa never there, don t
(o

try to fit it into aome pattern of deatiny or judgment. it ian t necea—

'-:.':1; .5 eary, there s no blame to be shifted" (p. 500) Sinclair Roaa apparently .
recognized the weak ending of the stpry, and in’ the above: pasaage seema

to have anticipated criticiam of it, but he - doea not overcome thia weak—
'-neaa._ There remains a contradiction between Coulter as & doomed figure 2 f{ . ;
o and Coulter as .an innocent vietim of chance._ Hia auieide ia robbed of . L f

R :f any dramatic power by ita accidental nature, and, thera is: ‘8’ lack pf clear

','éf focua on either Coulter aa a tragic character or _on: the forcea of "daatiny '?a'\

ln,

f, or judgment" (p. 500) There is a narrativa vacillation betwaen theaa .' {j‘””

|.

.two viewa. Indeed, the emphaais ia ahifted by the ending of the atory to

\

the new irony of"cultural diaplacement, of. the triala of unBOphiaticated

young Canadians abroad.. There has been no preparation for this in "Jug ' va-'a

. 4 ‘
and Bottla. : The incremental. anecdotal format ia a further flaw, it

e . . d v i
’

becomea repetitious and patterned rather'than dynamic and expansive. One
. Bt

: atriking account of Coulter e auicidal tendenciea would have been_more y
effective than the aeveral plaeid ecknowledgementa of thia eharacter

trait which Roaa auppliea.\ The reault ia that Coulter 8 obaesaiveneaa

ia pitiful and unconwincing, hia tale of Mnriel is maudlin and nelodra- .f

\ . v h
. . 1 ‘ .

w -
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pf ' matic, and even the narrator 8 despair seema false. ’
E? Sinelair Rose, removed from hia familiar prairie landacape,
‘é: . | 4} ’ "'virtually ignorea the poaaibilitiea of thie new environment, except for N

h ; ' ' ' ] e’

" several pocketa of landscape deacription which are rather artificially ; .
' incorporated into the narrative. There is not a auatained fuaion of '

. o character andVenvironment in “Jug and Bottle,“ atmoaphere ia-not an “
ﬁ; e ,integral part of eharacter development. The only notable exception to, {“

v Lo o : S

o EEER ) Zthia is a auggeative deacription of the sea: '

;ﬁ ~; lﬁv"' B ';.For most of us, including Coulter, it was. our firat meeting with

ﬁf . .ff " . .the sea, and beneath our casual acceptance we were- vaguely. dis- .-

- - ... -turbed: a dimension of indifference and power- which lay outside. - -

. S o ~© the range of our highway-ribbed imaginations. We were in con-: - .
‘oSre .. .. 7 7 yoy, but the other ships strung along the horizon failed to . . .. .
b ‘ : reaaaure us.  Instead, scattered and small, often obacured by .
%T Lo 0 nist .and rain, they aerved only to. ‘suggest the ocean's vaat—ﬂ” o e s
¥ S “". neaa, like a acale at the. bottom of a map. (pp- 509-510) Tﬂ

\ Thia paaaage aeema to broach the eubject of cultural and geographical ,_f

v '7‘ diaplacement an intereating idea in itaelf.- Unfortnnately, the ieolated
‘}*;;r;“" paaaage quoted above is an inadequate preparation for the important

re-appearance of thia idea at the end of the story, where the unfamil—

e -

iarity of the narrator and Coulter with Engliah cuatoma contributes to

"E Coulter a anicide.' Thua Roaa diffuaea the tragic potential of Coulter "’

MY

and opta for the irony of the accidental, but even thia ia forced and f

‘:; nnconvincing.. - *-

<

C A Coulter. deprived by Roea of tragic atature, emergee ‘a8 a boring

“;loeer.: There is. then, no evidence to juatify the narrator 8 guilt, and

hia contention that Coulter waa a: figure of eome human potential.

:5; R .“;' h, forcea on Coulter'a internal and inevitable decline. The aurpri%e eading
yig TN . R . . .

ot

Coulter a euicide ia hardly a aurpriae, but the form it takea ig contra- '

dictory to the seneral tone of the atory, for it\bringa to bear external,ﬂ

L

,:}'
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Sgsr ety

. in "Jug and Bottle" is lees succeasful than that of “One g a Heifer" -

Lo because it is 1eae natural and more authorially imposed. It‘ 1imita the

- . .
* . by

~ merely restricted to the role of victim and loser.

SR Coulter, despite the narrator 8 insistence. ie not “bome inex~

.‘orably to his fate, but pushed and, prodded to it by Ross. . This ia

'

becauee "Jug and Bottle" aimply does not xcveal .any inexorable cha:l.n of

R

e

’ o a g events. Ita form. like that of "Barrack Room Fiddle Tune," ‘ia anecdota.l.
' 'Its 'content is little more than-a seriee of :Lmages of Private Coulter. o
. There is an absence of compelling human action 1inkin3 the various

aectiona of "Jus and Bottlé." Rosa examinea Coulter s an 1solated

sion in tlxe repetitive narrative pattern. but a degree of interest in

the inner tenaions of the characters themaelvea, euch as. the narrator 8"

' Cos 'withholdins of hia emotiona at. the very end of the atory._ Roaa vacillates

between two different interpretations of Cou:Lter. As a reeult, there is

‘a fundamental contradiction in thin atory betwecu Coulter as pathetic

kY

© . o . loser. and as trasic figure. Nevertheleaa, "Jug and Bottle" indicates

of\f’at'e. A atory which more cogently articulatea theae themes, which

(.

makea a more dramatic atudy of patterna of "deatiny or judgment“ (p. 500)‘

ia "'I‘he Runaway. In this atory complex charactera ate truly and vividly ‘

B R T,

caught up in an: inexorable cha:ln of eyente. "helpless in some primi.tive

£

Y

-mechaniem Ay borne ‘on inexorably R to the blade of. punishment“

LA

5

v
i

3
"
t
3N

- chapter. balan‘:ca character and action. and reveale the groteaque and the”

.
-
-\

C

FAEE S N o
'l

‘h o poeaible interpretationa of charactere and actiona. Arthur Vickers growa. T

s din menaciug stature at the end. of "One's a He:l.fgr." Private Coulter is R o

. character. not ds an ‘actor. in a human drama. Thue there ia 1itt1e ten- '

- Ro,se. 8 intereet in the aubetantial themes of. htman'guilt and the nature : o '

(p. 519) "The Runaway ," th.ike the etoriea viewed previously in thie T

e
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e T

.:"." retribution. It goes beyond the masochistic self-—laceration of charactere j

g . such as Arthur Vickera ‘or Private Coulter, I ~ that the charactera ‘in "The R

Runaway" do not reveal self—indulgent and p rely personal eccentricitiee, |

.butA post univereal questions about the natyire of life.~‘ There 1s a depth

and relevance to their situation phich aré abeent from those of the

s previous stories examined in this ichapte . Roas again employs a retro- - v
. " apective firat-peraon narrator who f1i : es prominently. as a youth, in s s
. . .

‘the atory. As in "One e 'a‘lieifer," the first—peraon narrative volce 8 - e

. 2 "a convenient device for presenting e ents in "i‘he Runaway. It also, - ’ R v;"‘!

~ intimacy. 'l'he firat—-peraon nar ator is therefore not aimply a recorder -" ' :' | l’
3’ L of events in "The Runeway " but ‘an important character as welI one’ who | o
PEEETAEE ‘: ‘.‘ = suoplies\ a strong. seiise of auth ttoity fo the story. ‘ L
L’ o Lo Action and character arTinextricably linked in "The Runaway."_‘. . ' ?
;; ¥ . The narrator‘a father - ia tricked by an uhacrupuloue neighbour, Luke ‘ | l
?:, L '--_"I— - Taylor, into accepting' as. part of a trede two beautiful but worthleee - - ‘
‘f& S animals. 'l‘he father ie humiliated, ‘but confident that Taylor will be
;j punished for thie and other ehady deala. In the father 8 pati_ent effo;g‘;s . .. ;

' “to rehabilitate hia balky horaes ia the unfolding action of the'story, oo
and in: the complex character of the father ie Roaa 8¢ eseential theme.~ o

'Ihe father 8 faith centree around the belief that goodneae ie rewerded / :

T
- ‘ “ . ~ . ) . . -

.
AL E SSvs e el Ane ot
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'and evil is punished. It s’ hia exper:lence with the horses that testa

'his simple faith. The balky horses, flawed 1like the idiot girl in. "One 8 p '

Kol

N . . a Heifer," the, simplé' Peter Dawson :l.n "Barrack Room Fiddle Tune or the
. distraught Private Coulter ih "Jug and Bottle, " are vulnerable, even 3

'-‘helpless. These horaes, 1ike the human miafits in "One 8 a Heifer," o

."Barrack Room Fiddle 'Tune" and "Jug and Bottle, . are aeemingly at the

] -' ]: o mercy of man. Just as COulter in "Jug and Bottle“ "brought out the .
: Vo worst" (p. 516) :l.n the narrator, 80 too do these balky horses elicit
v \
& . -

illuminating and powerful human' responaes. S, ) _ L

' The father 18 easily trﬂked by Luke Taylor, for his horses are

[ beguil:!,ngly beautiful. "Black coats shining in- the sun like. poliehed
metal long, rippling manea, imperioua heads——the mares were auperb, and

* they. knew :Lt.'\,'6

The father ia :Lnitially proud of his animals. he piously '
,ignores Taylor 8 bad reputation and the poasibility that Taylor ia
»tricking him ."'Luke must be getting cloae to seventy « 0o and for all
‘I”you know he 8 start:lng to repent. If he ‘wants to- turn honest and God- ‘
S - lfearing at 1ast 1t‘a for us to help him, not to keep raking up hia paat'" -
. .', ' (p. 85) "The father's benlgn dismiasal of Taylor g "bland voice and
W -f shifty sm:l.le" (p 84) ie not without hypocrisy, foxr he is lees moved by
';Taylor 8. aeeming repentance than by. the beautiful horses which appeal to
" 'his own vaqity. Hie benevolenee, like that of the narrator of "Jug and |
Bottle" 1s not altogether selfless.. The father'a vanity is revealed :Ln :
h:ls first uae of the new horses. o _ ‘ : . b‘
S : "‘. . My fathet, driving up, to the -door with a reckleas flouriah of N .
o SRR - the .whip, was 8o jaunty and important. and. above the pebbly .
S } whirl of wheq.a as’ the Diamonds plunged away there waa euch a.

| T .

- 6S:l.m:tl.a:lr Rnaa, ."'.l‘he Runaway " :Ln h:ls The Lg at ‘Noon and Other oL ;' ;
. Stories. p.-84. . o .

" <
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SV core of valuea and beliefs, hia very senee of identi:ty' o

eome proof lthat Divin.e "scores were being kept . .'." Be ie engaged in

n»,‘ 1",»\:.'_ N _ -,‘i‘”-‘i”

. girlieh peal of laughter from my mother. . They" were'ﬁyoung‘ o :
PE 'again. (p. 86) -.,A ] A. . B ) ",' 3 '. BRI

Their youthfulnese is brief. for the Black Diamonda. the horaea, are not )

the ideal creaturea they firat appear to be. ’.l'he trip to town enda in
dieaster' - ‘

‘ ,‘_“'Right in Main Strel ;.wouldn't take & step. ' Just 'ae"we'we're

e ready to start for Home. Two houre--the whole town watching.
I even' took the whip to them, but with balky. horses nothing -
‘helpa. The longer they stand the worse they get, I . had to

< .unhitch at’ laat, and hire a team from the livery stable."

. (p. 87)

Thia is no minor irritant, but a. proEOund crisie in the life of

the father. There ie the deep humi]iation over hia balky horsea, the
public exposure of Taylor 8. trickery and the collapae of the illusions

of youthfulneaa and pride. There ia, for the mother, the additional

burden of hiding her own embarrassment in, order to aupport her husband

i'n-hl’ie moment of criaia. The balky Black Diamonds asaail the father g -

L -

According to hia lights my father was d ‘good man. and hia
bewilderment was, in. proportion to his integrity. For years-he -~ '
had been weakened and confused by a- conflict, on the one hand *
‘resentment at what Luke had dome and got away with, on the

-_other sincere convictions imposing patience and reatraint' but .
. :through it all he had been sustained by the belief that scores . .
'~ were being kept, and that he would live to see a Day of Reck- ' -
oning. Now, though, he wasn't sure.-— You could see ... . that. ..~
" he was beginning to wonder, which he really. was: the: upright,
~ God-fearing man that he had alvays believed himaelf to be, or
- a ainiple. creduloue dupe. (P 88) '. S ) ,

'I'he father i's not;\concerned with personal revenge in itself, but with

a crieis of hia ai%e Chriatian faith. Dut of a simple incident of

kS

for \thiff“mh forlGod. 'In "The Runaway," the queetionq of 3uilﬁ

victimization and trickery, Roae createa an altoaether credible metaphor :

bemprd, T e
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et bt it e e,

anQ'obaesaiom. They are queationa of importance, and treated as such '

o §

these queationa are not in “The Runaway treated pretentiéualy or eelf—-

indulgently, a8 they are in "Jug and Bottle. It 3.9 the single, simple'.'n

inf:ident presyxted in‘ "'l‘he Runaway, not the rambling and clumay narra-

tive of "Jug and Bottle," that successfully generatea meaning.

o The balky horsee trigger a convincing spiritual crisis in the
father. hey alao pose another sort of threat the“fether '8 eelf-reypect
ie tested by his treatment of these horeee. . He definee himself by hie
response to these flawed creature.a, animal equivalents of Roea a human ,
misfita.l, R e |

'""He ohould have- known . oa that a balky horse ie ne\rer cured.

.

‘ of "Jug and Bottl delights initially in hie control over Private :

If you're unacrupulous, you'll trade it off ot gell it e |
. you're homest, you'll shoot it. ' Promptly, hmnanely. before it
/exaaperatea you to moments Rf rage and vieiousnese from which
' your self-respect will never quite recover. ,. e You ll
. os degrade yourself to- blows. And at last, weary and’ \
, ashamed. you 11 let the . traces down and ledd it to its etalé.
o (p- 89) .

'J:he father in peraistently a.ttemptins to rehabilitate hia balky horsee

expoeee himaelf to thie threa.t to hie aelf-reapect. The horaea can '

L -

' Coulter. Siun],arly, the father in "The’ Runaway" "yielded to the vanity

A

within himself" (p. 90) in hie treatment of the horaee. He asaumea R
proudly that he has cured the horaee.. ‘-:j .

‘ " and for a week .or two heé was. young again. Young, ldight-
hearted confident.. Confident in the Diamonds, confident in
- ,the rightneae of . the ‘world. 014 Luke ‘had traded off balky -
: horees on him, ‘but now, in the aervice of :an upright man, . they
were ‘already willing. loyal oneg. ... . ‘Watching snd working
©. with them it was impossible to doubt that at the heart of - B
‘ thinga there was wisdom, . goodness and a plan. They ‘were an .

g .

’ either ‘reetore or deatroy his ehaken faith and self-esteem. The narrator . ‘

I "‘affirmtion. a mighty Yea. (p. 92) Lo . ’ A( A

Depending on their behaViour, the horeea repreaent to the father either

by “ ' o e v




St
an affirmation or a negation of his religious faith. 'l‘his ia a philo— v
aophical and symbolic element abeent "from "Jug and “Bottle." The horaea

3

alao elicit aapecta ‘of the father 8 peraonality, such aa his p,ioua view '

L o‘f himself as. “an. uprisht ‘man. Both hia religious optimiam and hie o .

personal aelf-aeeurance, ‘1ike the initial inb benevolence of the Sl '
narrator in "Jug end Bottle," are teated and found wanting.

The horaea are put to work on the farm, but eventually they bal'k

. . “

narrator in "Jug and Bottle" remarka that “Something ‘about his' [Coulter s]

n?

voice and m.anner brought: out the worst in me.' In "'i‘he Runaway," whe'h

s the horaea balk once mote, the father 8 "real nature, tdo, was paralyzed
. B . o, ) R

o -‘. - ‘and darkened" (p.f93) . The father follows the mocking advice of Luke C

N

'l‘aylor and Loweta himself to" 'l'aylor 5 level by literally lightinﬂ a fire

[

: under the horaes to move them. He is exaaperated 'to "momenta of rage

£

‘ . and viciousneas . . .'? (p; 89) He betraya his humane impuleea, and §

53 - eatis hie helpleas animala just as, in’ "Barrack Roon’ Fiddle Tuze," Peteﬁ

: o 'Dawson 8 fellow recruito fail him by destroying his fiddle and juat as

E S . the. narrator in ~“Jug and Bottle" "failed him [Coulter] when he had - )
. greatest need &f me .y ..'_"-8['0' . e T_

Ta
»

After the father lights a fite under the horsea, evente moire

roAy

forward with an inexorable swiftnees to their inevitable conelusion.. The

P .

strew the horaee are hauling ignitea, the horaea panic, run wild and

fé::m : G ST e
g v -
N . oL :; M

M
AR,
R

finally thunder 1nto Luke 'l‘aylor 8 yard. There, hia barn catches fire -

ST L

-and- Taylor, together with all but a few of his precious Black Diamond

.

horaes, 18 burnt to death. Ross, then, in "The Runaway" ‘dramatically

&) .

Loy e 7S'.I.x:nzla:l.r: Roaa, "Jug and Bottle,“ P 516 S ‘ st .
o S Ibid., P+ '500.;

l_’ ’. “’ :‘ : .

v ,‘ L . once more, thus triggering an’ illuminating reaction from the father.' 'Ihe N

%

Poersdenineme
| e amtt YR L
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positiona the element of the grotesque and the' terrifying in a human :'

' eventz. Luke Taylor :l.a in a sense a gtotesque f:l.gure, cunning and 3reedy

but obsesaed with his beeutiful horses. His fiery death is a powerful

rea:[ization of his self—deatructive personality, for it is hie greed

- .

which lures him into the fiery barn.

: -'I.‘hen old Luke arrived “and agile as a boy he leapt down from

-.his wagon and started across ‘the yard towards . the barn. 'L'hree
.ox four of the neighbours ‘closed in te intercept: him, but
'swerving sharply, tlien doubling back, he- sprang away from them
and through the door. (. 97)

In "The Runaway." the groteaque event: and the grotesque character fuse s

0

Taylor 8- fiery death being the inevitabLe fulfilment of hia eelf—deetruc— a
. .
tive, greedy personality.

balance between character and action' the event of Coulter

lacks the intensity and internal 1ogic of Luke Taylor ] de\\"in '”I'he

In "Jug and Bottle," there 1s not auch a fine

suicide »

.8

+

Runeway.' a death which is a peculiar kindb-uf su:lcide. 'l'ayl'o 8 end ia

suici.dal in the sense that he is drawm into the inferno of - the ]

guilt of(a character auch as- Private Coulter to expreee a universal h dlar,

ques / .V . 4"L . r o a \' . . T
There waa a troubled old look in his eyea, and I knew that for K

" him it was not so aimpl ‘as that to rule off a- -man's atcount.

- and shaw 4t balanced. . Leave Luke out of it.now--say: that .80

far ee he was: concerned the scorea were aettled--but what about :

e

- . . . . .
B L . . 1y

R
N Cm R . ! o o . "

N -

o ‘
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e oL ,'the ﬁiamonds? What kind of reckoning was it-that exacted life
(S +" . and innocence for’an old men' 8" petty" ‘greed? Why, 1f it was .
, e _retribution, had it struck 80 clumsily? (pp. 97—98)
Ly The Eather has tormented and tortured his balky.z Black. Diamonds by lighting
| . a fire under them. Taylor 8 own horees are horribly burnt tohdeath ;[n- T
Y each caae, the innocent and helpleaa auffer, Just. as the human miafita '
-+ S e
( E Buch as- the girl in- "One 's a Heifer" ox: Private Cbulter and Muriel in . < F
\ ﬂ : "Jug ‘and Bgttle" suffez;. The fatherh ponders not only hia own, but also s N
o - ' »
o o presumably, God's crutlty to the helplesa, the g.isfita, ‘the’ innoeent and A
_"’E ' ;' / o) the harmlees. He suffers not just peraonal guilt but alao philoaophical
. E /~" - ' _‘ Lt LT ,_..‘ - o, . . . ,.‘ ) .: . , i p . ‘:‘
..‘ o hd N : . . dOl.lth- N " - '...‘ :I H 4 - ' ' f A‘l s ‘.. - :A... " N ‘ ' .4 .\ . .’ o ’ S .l'
AN "Retribution" ia out of all proportion to the human. error, and &
"; ' cannot be equatefi with juatice., Ironically, therefore 3 that which should -
e affirm the father's’ Chriatian faith, the Day of Reckoning, leaves 1: BB
) _ c 4 ' : ,2
further in doubty and the final, troubling question of the above paaaage A ")
rexnaina unanswered. ‘ There ia, for the father, only the consolation of a .::«
Y the future Black Diamond colta he will raiee. This hope is ~raised by .
AT’ ' o . . > o - ;..
. the wife, in’ her familiar, supportive role, after her init?al retreat .
} : bEhind piecy--""l'hough_the milla of God grind slowlz, xet thex grind o 5
".~ . exceeding small' " (p 97)-—£a.ila to conaole her huaband.‘ Her attempt 6
‘ ) support her troubled husband ia aimilar to the piety of Tomy Diekaon 8 .g - . 3
S lmother: at the end of "Cornet at Night.", ‘Both incidenta auggeet the U, i k
p } fragility of the family etructure and of the common faith. 'rhere is:a. - -
D i
§ . perceived need to. eupport and defend theae valuea from the alightest T
% - . o Bc o . S, ) .ﬁ,(/,\.-'v : . . ,\ . S 1 '.f\
o E ) The sense of“ human incomprehenaion evident at. the end of "The o _
/ Runaway" is anticipated by the evidence of human help!zeasnesa Sinclair - ) -
. { g Roaa creates pear the end of . the atory by meane of action verbs auch as ..: Do \
. \' . . , . . . - . e r . v Lq
e [ : ' N - v
‘ o ' oot » ! '
s 1 ’i " ." ' AN - ?.. 5’ . s ,I.‘ V;- ‘b
- ' 0. ! . i ‘7;? . _ . !‘
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Coe ) "lashed 0 pounnel'led " "leeped" .and~ "thuhdered." .Once"th:e-horae;a- pa.n:l.c,i‘ T
IEDES | woo e
SN -‘ ﬂ:he human figuree are powerleaa witneaeea as evente take on an indepen— e

dent 1ife and move' inexorably ?o their conclusion. All human attempta

' to interfere in and halt the course of eventa are fugile. '.l'he human N
..: : attempt to maater the eituation and control the horaea 1s doomed to -

!_ 3. b

failure, the father 8 proud confidenée that he ia in control of hia
_ . I . L
e horaee ia an illusion, eimilar to: the oonfidence of the boy in "The

L]

Outlaw that he ia master of the . horae Isabe], The runaway ia a ‘credible"

) / ' ‘, incident nbut al&?a metaphor fol: the. exterhal and uncontrollable fog‘."'ea a
; . L of chance which seem to- deny the posaibility of Chtiatian faith._ Aa an .- : '
accident, it ie more aucceeaﬁul than the -accidental au?icide o'f Coulter .

in "Jug and Bottle," for :Ln “The Runaway" the ap dental :l.a also, ironi- C o - o
o e . 50 . , .
. K 9‘;, cally, convincing’.[y, depicted 88 the inevi

-~
P

le, ‘as - the culmination of

RN o

d Luke Taylor 8 obeesaive nature.

The father in "The R -.ay" confronte not only hia personal

; L degradation, in hie cruelty to the horses, but the whole philosophical e ,

[ ' problem of what the narrator of "“Jug and Bottle" calla ‘the "pattern of . ,
‘ o Lo . deatiny or j dgment. w9 'l‘hat philoaophica.l theme ie virtually. ignored i; . 3 ‘.
Lo ‘ "Jug and Bo J;e, with its ex‘lphaais on human eccentricities amd neuroeeal : ‘ . - '
o . | In "The Runaway," howevea:. At ia part of Roae 8 dual \aision of human E o
! reepon;ibility and* inexorablg, deat:tny. Both elemen,ts - are fused in a B

aas )
¢

=
-

,'simple, dramatic and aymbolic incident{. 'l'he power of that incident, and

e
L ‘of ~the concepte of retributdson and fat;e, eete "'rhe“Runaway" 'apart from Lo

-the other talee studied in this chapter, Iwhich, in general, fail to:

L SREORR TV

o -

A g ;'. N dramatically fuse: action%aract’er development and meaning inta aingle

c .-
o

"%
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powerﬁsul incident. \"The Runaway" is philossphical but concrete, analy-

¢

tical but compassionate. I“tsc intellectual:-‘,strength.arises -naturally( out

\ of the’ human events it charts. The laat story’to he e:':amined in this
chapter, ,"The,Flowars that Killed Him," alsd charts 'a dramatic, even
. L4 o °

”

.- a sensational event, it, like "TheoRunaway, examines the grotesque in

Y both human characters and human events.’ "The Flowers that Killed «Him"

N .

\does not, however, employ the dual vision of "The Runaway.,. The’ emphasis o

of this recent story, published in 1972 is on the literal level of\

characters and their action's.’\This story does not reveal the i‘ntellec-
| v Co T R
tual depth of "The Runsway."a for Ross in "The Flowers that Kiiled H:I.m"‘ A

«

) _":\‘ , ‘emphasizes the elements of suspense and action. The larger mor%issues d

o i of!aretribution and reaponsibility _are suggested, but ‘not* examined in

A . '." SN i
o this story. Like “One s a Heifer," "Barrack Roorf Fiddle Tune °and "Jug Vgl “’fg
5 and Bottle," "The Flowe,rs that l(illed Him“'does not: rise above the level T

1~

B of its i;mediate detaile, ite interest in eccentric characters and - o F

o '_ . events. Therefore ‘it further serves -to emphasize the contrasting depth- '

. . c [
’ «_.‘. . R o, )

LT and artist of "The Runaw o A T <
] . ry ax‘\ ‘;~ . . «/ ’ . ., -1 '.' . “..

"The Flowers that Killed Him“ As; presented from the first-person .

e oL : : . .
. H

point of \riew of a thirteen-year-old boy, Joe. ~lmd uaes a. disciplined ) . . BN

K " variation of stream-ofnconsciousness. , The boy 8 thoughts trace the _

. a“ developments rof the story in a chronologicel order. -Counterpointed to . . ) -'

e his thoughts ia the curious reality of his present aituatiqn. we follow e '
e ‘ Joe s\ reconstruction and analysis of paat -evente as” he attends his o ‘ )
t father s\funeral. There.are \then, specifig/limitationa on time, )
u setting and point <\>f view in‘ .this story which ensure that clarity does.:/ o
not suffer 'as a. tesult of the use%of the streain-of-consciousness tech- Q g

.nique. As Joe is :Ln a better poeition than the re&der to understand the

¢

. o
‘-
[ M
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S Flowera that Killed Hi does, however, contribute to the powerful,

L2 ', : Clearly, aomething ia amisa. fear ia not the emotion one asaociatea with

. e . [ C e, - DAt v K . e -
: e, TR S T L S ety e e . .
e I S B skt BT WL
: . e . . . . DN e - T N RN
< - i ’ " L
I).' . v,
. t a 5

: o7
_ mysterioua death ‘of his father and the recent: violent deaths ot' two -

A

eehoolemates, thﬁ‘e ig a degree of ambiguity in his reflectiona and

“
o

‘ therefore a tension in his unfolding narrative.‘ Joe a guarded, veiled

PREE

Ay tone ia~cruci‘al to the story. It recalls ‘the success “of Arthur Vickert'

. disjointed monologue ‘in "One 8 -a Heifer," and in ita economy givae less 5
r " too ' Al
. away than doea the narrative voice of - "Jug and"Bottle. ' ““In "Jug and

-‘,' Bottle4 Private Coulter 8 suicide is anticip,a‘ ed by the narrative voice ‘

‘e

L to the extent that the final event, when it occurs, losea much of ita
’ ‘..‘ " N \ -
’ dramatic potential The: ambiguoua stream-of-consciousneas in v'The B

.,‘

surprising conclusion and ia itaelf enriched by that ending. The
' "‘: aurpriae ending of this atory, like that of "One s a Heifer," creates a ‘

: whole ‘new interpretation of action, character development and meanins,

e
l

T thua expanding the poasibiIit‘iéa of the whole story.

\\'

TVo of Joe\'s young f.rienda have been sexually assaulted. and;,
P o ' wy .

. .mur‘de'red. The moat recent murder had occurred only a week previoua to .
the death of Joe ] father. The father '8 death is not initially explaiued, ‘,‘ '

'ao that one assumea it is. a natural or: accident”al death. There is, hov-

"y

ever, the widow s atrange response to thia deathx ‘

"N
Thinking of me though, as she said it, fiot him.\ Eaay to
tell--the white," tight mouth, . the scared eyes. 'Scared s0 bad "
- they looked frozen, not fardoff crazy; and why would you be
v scared for somebody who’d already dead‘ll-o : .

.a,...--,,

’
v

| . a widow. 'rhe e‘nigma growa whe-n ‘one: conaidera the narrative tone, as vell

& Dy

as the content, of the above paaaase.. Joe ia etrangely remote from the

.

0

R Sinclair Ross, "The Flovers. that Killed Him," Journal of s
e -Canadian Fiction, l, No. 3 (Summet 1972) 5;- C ' / S i
ISR . . .f. bt : : . ‘;‘

Y

q
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N emotional reality of hia father ; death. 'Apgarentiy . heither mother.nor

L,

.'. . y

aon are in grief. -The narrative tone in the above paaa'age'ia curiouely
1aconic and controlled. 'I.‘here ia nothing in hia tone of the bittersweet: -

noatalgia 80’ evident in the atoriea of childhood aoaring, examined in

]H EN

Chapter one of this atudy._ Joe"‘aeema capable of the moet mature and R A

D }' ' a pragdatic analysis of hia parenta .marriage:

;: e e I mean they weren't e:dactly what you'ld- call a happy couple. LT i
' o ' ' For years they haven't even been sleéping together, and in A N
o - . the spripg. when we were- looking for am apartment that was the - . -~ - (o

. . ' 7. - 'big.problem, finding one we could afford with three bedrooms. : . = [ . . .
" A 'Still, he wag her husband, and now that it's over I suppose ~ - *~ ¥ >3
- she s got a lot to think about: and remember. (p. 5). IR o
. N -~ £\ .

Co A s Equally important as the content of the above passage is the Cone, the

o § remarkably \tough and realiatic attitude of. Joe.‘ It is perhapa difficult = : et

’

at thia poi t in the atory to fully accept such precocity, but the .

S aurpriae ending doea make sense. of Joe 8 objective tone. At any rate,

*

"W}} the tone ‘a8 well as thefcontent of the above passages indicatea that Joe = .
- e ) is another of S‘inclair Ross's miafita, emotionally acarred by aome

- 5" mysteri%ua experience.‘ The natural concem of the reader is to diacover - ' :'}
”,"‘ i T t'he cauae of this trauma, one is compelled to read further.‘ SRR S . S N

~ o . T . K
a s ‘ - )

o . Other aignificant detaila are revealed by: Joe: "People didn' 4 o
) o ., . . . ; . N , ¢' ‘. :g‘ '
R like my father very well but they all reapected him (p. 6) ' The father S

\_'. . A _' ,:.-" thus begina to emerge as aomething of a miafit. Qia eulogized £rom the _.

pulpit as, "Devoted huaband and father “ o s outatanding e;g_r_zgle to the

LT communitz . 8 aenaitive man, over of’ the £iner thinL R (p. 7). o
' | ¢ ‘rhe truth ia that he was a 1oner. virtually friendleaa and unhappily L

. ‘il-ﬁ-“"' '_.- mrried. He ‘was mockingly nicknamed "01d Creeper‘.‘f Joe pondera the o .

¥ Lot - . . . 12

history of hia own f.riendahip with the two’ murdered boya and the role of co iL <

hia father in bringins the three boya toge%\er. I%;epeatedly aearching

v D
B . N

-
‘2
-
g
-
N

2
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. - for an explanation which "Makes aense o < (p 7 of his father's -
i '
3 o benevolence, Joe ‘notes another diaturbing element of j\ia father 8 peraon-
:? . . ‘ N . '; LY X
Q - . ality. "Old Creeper" had encouraged and assisted Larry Blaké, one of
2 e the’Amurdered boys but even this benevolence had not ‘won him gratitude y
) f _l o ',or affection from ;.arry 8 mother' B
o .+ " " .Infact . : . she never had much use for him: ' She wasn't the .
ﬁ et S -only one, but it was differentewith her because he'd done a lot: ",‘ .
A . . to help her, her and Larry both. So t was what you might call . @'
Y “ . . aatruggle, what she felt about him and what she kept telling
5 Lot herself she ought to fesl. (p. 7) “o .
' '4 ; /\ e ._ Dialiked but reapected, mocked for his benevolence by his o
- atudents, "014d, Creeper" ~nevertheless sssma strangelv innocent.
For it wasn' t popularity--at least not ;] populvarity--he waa , j,“
o after. - He liked flowers himself and he thought we'd ‘all be
T . better,- live. better 1ives, if we liked them too. » - +» And he ' ] .
wanted 'us to grow up knowing-better; aoWe'd neve'.rrlcill~,-|v.|a’tl.__w et
. ‘.for the sake of killing. (p. 8) T T
-_%' "Old Creeper" is a lovsr of beautiful flovers, averse - to killing even
’ snakes. His paradoxical rols in ths connnunity is that of one treated
with respect but with no affection, it ia complemented by hia appearance.
A .
- Nom it was . _: . naybé the way he looked. Not 80O bad full face .
.~ and sitting, say at:the table; but far too big and. scrawny. * Six
'feet three with a long teck, a head on. the small side and not’
. . too nuch chin. Ama floppy H feet never aure which way to go.. .
‘ .1', N o s . - . L . ! . - (p. 8) O
? Joe 8. father seema an eccentrie loner similar to Private Coulter in "Jug
'-and Bottle i ke Coulter, ie' pleys the, role’ of benefactor to fellov e
victins and outsiders, the tvo murdered boys who were of low aocial -
\ - statua in the comunity. .-' : ,ﬁ)
% ’ ' Larry always ran, Rad always fought, and my fqther, the '
& ‘principal, ‘decided it was time to do aonething. Alwaye on the -
5 “outside, everybody7 against. them. they were making thinga bad R
%:} L “for ‘themselves , naybe apoilin‘k thefr whole lives. . That‘a what .
i oS ... 'he came ‘and’ aaid to_me-one day. -"We've got . to get them inte-
’ ‘{\ L ggated and you've got to help'." (p 6) " o T
s < S . ;~, . .
¢ :rvﬂ' ,‘.‘ i ”;tv ". }




. - The lese edmireble eepects of "Old Creeper' " benevolence are
A ol ‘
presented as Joe recells hie father "alweys puehing in «end getting round" :

. ¥(-p 7) Larry and Red. SC I T

- Maybe that's whet they 11 remember. Old Creeper at the o
) .. . door saying"liello and "Good Nigh!!‘ ceo I hope 8o, because )
.7 7 what.I remember is 0ld Creeper upetaire waiting--every minute
" . - they were there I could fes] him walting--watching the time, . e
sitting down with his’ book. coming ‘to" the basement door to’ : T
'listen. p. 8) . . ) '- : R

PR

n e There ie in the above peseaﬁ‘e’”the beginniug o.f a conﬂlict between the

‘ 'external and the internel viewa 6? t.he fether, end a sense .of menace dn .
. [ 4 S

‘ "‘_the fether e "waiting. ’ Aleo, there ie t mystery of Joe 8 deeire thet
'a certain generoul)yiew of hie fether preveil. Thie simple myetery y
} ‘; o contributee to the . element of auepenee in "The Floc'ere thet Killed Him,
Jend the"all-out, cat-spitting hate" (p. QJ) of Joe 8 no\her for her h@- ,

St R
R R \bend further derkens the embiguoue cherecter of "Oldd}:reeper e ._-;."_'_-Jg . Los

. Aa the funerel ende, Joe 8 thoughte move to the recent murder of \\ - i

_i-hie friend Red Cochren. With a relentleee pece eimiler to. ‘that of the oo :

5
s

. final events in "'rhe Runawey;" Sincleir ‘Ross’ deteile the evente leeding . SRR -lﬁ

N

o to the deeth of Joe's £hther.‘ Joe recelle a parentel ersunent which
; reeulted in hie father 8 retreet to the eeclueion of t:he achool. He .

pondere the inexpliceble preeénce of hie fether. the next nomins, in AT
AT

- ,!}‘szﬂ

T . e

.the mother s bedroom, .this ie virtually an invaeion of her privecy.

. Also, Joe recalle thet Red had inflicted ecretchee on hie attecker. “',

L Theee eeemingly unreleted detaile ere linked to an important decieion
»mede by Joe ebortly afte:‘ Red'a deeth' "A 1ong tine--juet thinking end

v
‘o

v .'-watching the curtains blow--and tben it wee over end R knew whet 1 hed ) t“ . : ,

e

. to. do" (p. 10) Roas builds euapense by conceelinx the eract neture of vl

o Joe 8 decision and by deecribing hie eeemingly seneelees end unreleted

L s a2
A A



BT

¢

- concealed forever by the further uts suatained in "Old Creeper 8" fall : .

apect. and are tranaforred by one 8 fina darker underatandins of, "Old

Cr@h" "Lead kindl ht emid the enci \gling gloom (p. 7) and ‘ .
‘ "Forgive our feveriah wa&s" (p. 8) are a chillﬂng teatament of. and cry

‘. scratc‘nea on. hie father e face,

g concealed }vy make-up taken froui \

. * N .\.. ’ v
actione on the day of Old Cz?éeper 8 death. Such actions ae Joe 8 placing .

fragments of glaee on\ the sidewalk beloﬁ hia apartment seem. irrational,

but becauae they are performed ao methodically, seem linked to aome - g‘

eventual culmination. Again, then, Rcaa maintaine a high level of “ o

l

euapenee. _ Evente culminate in Joe puehing hie father to hie death fto'm o

[

his apartment window. Only in the final paragraph doee Joe tell of the
3

cratchee which were uneuccessfully

.
¢

e mnther 8 bedroom,, and which are

e

/

I

s

to a sidewalk littered with glass. The father ie thus revealed as the

. murderer of the two boys, but in de ath hia reputation ia intact.

‘The father' e‘,benevolence and aeneitivity, his. love of flowera )

living creature, are an’ ironic mask

aad profeesed rélon to killing any
.
concealing hietlnature. Juat as the eeem:!.ng irrationality of J6e 8

memories and his, final actions streng hena the suspenseful climax of

"The Flowera that Killed Him,! 80 too : iiguity strengthens the etory a@ .

a whole. Thua the £ather 8 favorite h are remarkably apt in retro "

L

faetor ie the etory. Such ie ]

1

o

5l

Seepe
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L ) glimpeed. Thia guilt and’ torment iq an, importent element at: the end of o ‘
i - "The Flowers that Killed l{im." hut it doea not control and obacure the ‘ |

E ‘ ’whole narrative structure of the sto‘rly, as does the guilt of’ the narrator .

.. A R (‘ in "dug and Bottle. There is none of the exaggerated aelf-lacoration |

; ""’.of the narrator of. "Jug and Bottle" in Joe's account.' Furthermore. "Old

Creeper' " inner torment, 1:l.ke that of Arthur Vickers :Ln "One 8 a Heifer“
‘ .

L . is thoroughly warranted and therefore' credible. By providng a shoclcing
3 - ) reaaon for’hia inner torment, and ‘an economic presentation of it, Rosa " ) o
| L o ‘pernri.ts Old éreeper to expand in aignificance as .a grotesque figure. Th’e" ’ S
. | .:;_hymne', and Joe 8 father, grow in aignificance, :ln retrospect. ‘In this, - . L : *
oL .-_.they embody the whole proceee of. “’l.‘he Flowero that Killed Him." for Joe a".
R \‘-" -Puzz‘led analyais of eventa is also :ln ret@c{;;ect symp.tgmatic of a need B ‘
. ',tnunderstand his father. B ‘_ ' o T L ’ .-" .
R g Joe 8" under-steted t"one suggeets h2s' own atrained state of mind.qu‘ - | ,a
‘ ‘He must hold hia emotiona in check 1f he is to preserv% h:l.s own- eanity.~ : |
' - "All that he .can permit himaelf 15 vy vas- eorry too, aorrier than I'd ;" . .
, IR ever. been. . 'l L (p. 10) Joe has loet two cloae friends ‘hes dis-*‘ " Lo
2 ) covered the awful truth of h:l.e father- 5 ‘neture and has killed his father., 0
It is’ therefore not aurprising thet. he is. at the .edge of an abysa and )
L T o \must control himaelf very carefully. This ig paychologically credible - ; A(')',;:
.j ,‘ ., i \ _.dnd g,leo contr:l.butea to thé amh'lguity of the narrative voice. The - °‘ o . \<\

) '_clipped tone of the narrator ‘nticea one to read on. in search of his

. ueeret. Also, Joe 8 motivée«'vfor killing his father remain in doubt. I-Ie ;

)s

P ..
o -

: 'ia aorrfy," but "I knew what. I had to do“ (p.lO).. Elaewhere, he boaa 8

‘ / that "Nobody puaheo me a:ound now“ (p. 6) Early :Ln the story; ho .. ‘-

S asaerts thet 'a. husband'e a huaband, and A &oon 8, a eon" (p. 6). .
"There are eome euggest:lons of pereonal gu:l.lt in Joe 8 tone, aa he aeems

‘_1:' . ,:vr . . Lo 3 : , o - i o o

R - n‘.«\ j‘\- .o - ,,‘ - '.H ‘i_' . -."' T v . 'T:\ ' "_A I
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- : dead friende.

o%

'f:atl‘lle'l‘- sl

o narrator in- "Jug and Bottle,“ does not shirk what ‘he sees as hie.duty to

: the miefit "he atones" for his neglect of his father, 'for the yeare when

soaring.

. surpriee ending of thio etory reveale the need for Joe to eo control' hie" .

‘ Thie violent act ie aomething Joe "had to do" (p. 10)

. emotion.e.

'8'2

to reproach himself ‘for hie treatment of his fether: "I never got elong
with him very well. . .‘ ) But I always knew, even when thinge were
messed up between ue, that he wasa trying" (pp. 7-8)

There are, then, several forcee which drive Joe to murder his o
There is . the posaibility that Joe acts in order to avenge hie
There may even be ‘a concern with defending hitnaelf againet
his Eather:,"Nobody pushes ne around now" (p. 6) The dominant euggee—
tion, howeVer, is that Joe is moved by compaeeion to perform a kind of
mercy ld.lling. Thus he | confirms that -"a son' 8 & eon" (p. 6) in performing
thie du}:y and also- carefully protecte the good reputation of hie father. ,

_ He performe whet

he perceivee to be hia reeponsibility to. the grotesque character who ie

Again in "Tha Flowera that Killed Eim" the miefit elicite

v L

hie father.

eignificant reeponeee in othere, Joe 8 reaction ie indeed violent, but T

it is eseentially an act of kindneee. Joe,\ unlike,' for example-, the. ":.-n

.

o

(po 8) . . e .. e ) S .

. Joe feelo compelled to murder hie father° ironicall}', he thuo ’

he "took eidee wit-h her ngainst hin’

becomea h:l.meelf a murderer, a groteeque figure,,a peychological cripple. ._- '
: Y
Hie confrontation with reality ie a good deal more vicious end;tramnatic

Ty . Pl -

than the sort of . maturing procese tréced in the storiee of childhood : ,

. . v (L

i' -

euspenee in “Thé Flowera, that =7I(illed Bi'm," but it ie aleo a shocld.ng .‘.‘ e

indication of hig own inner tom‘cnt, _which io barely under contro]:.

Ag in "One 8 a Heifer," the ourpriee ending of“ "The Flowero ; '

et S

Joe s cool and rational toue ie crucial to the development of o ';'.j;,, .

Pl S



- . ,.that Killed Hin'" serves to illuminate end radically alter one '8 under— - . B I .
. Astending of the- whole story. Typical of this- process is the revaluation |
‘ L - ', 'one must meke in retrospect of the father 8 favourite hymns Ross' s
R | o economic and functional use of detail is.also evident in this story: an o
“ earl; reference to the mother ’s uge of make-up is an adequate preperation ) E .
' for its important ‘recurrence as the father s disguise. ‘ Such mssterful . ;
L control of technique create’s in "'I‘he Flowers that-Killed Him'f a strong
o "': .sense of suspense. . l“ : \__, ' ' P . g
. . "The Flowets that Killed Him" does not however, BO. beyond its . ' ,
S howerful iu;nedtate .situation to more universal problems: as does "'.l‘he k _. ' “
‘ »' 4 Runaway. ,‘. It is, like’ "Jug and Bottle“ and "One s'a Heifer, " essentially : .
'. R »‘. . a atudy ‘of the misfit. - In ite surprise ending. which' ‘reireala the eomplex '
."j_j _ ( ,"’f A ' horror and beauty of'human action, it raises questions of bseic husian R -
N | | motivations and emotions. Therenis a whole complex of fectore—-anser, . . ":.‘-';:“
. " ‘ .-."." fear, love and guilt-—leading Joe— to. murder hia father. : '.l'here is a kind |
‘:_ ) '&{-\ \ "-of redemption in Joe 8 aetion, e suggestion of elements which bslqnce , ‘
X oo -the evil of his father, but these elements are. only suggested and ara ‘ .
r T A ‘ not articulatfd at a.ny pﬁ’int 1‘.f,n the’ story.‘ Joe 8 moti.ves rema:ln some-“‘ ) a ?
- ) | 'thing of a mystery, just as tils father 8 guilt is barely suggested. The - o -
L 5 story is taut and tense, this technieal finesae does not however. com- R -
.H - . 4 ! - pensete for the absence of fully developed themes in "The*Flowera that v
?: | Killed Him." Important themes ere poetieally euggested in thia atory, " : ‘
{‘ﬁ © co- - ’but they are not treated in aay deteil. Aa a result “The Flowera that ; “: i 5 : 'g
‘#’ S 4 Killed Him' is more thsn a mere study of the misfit but it falls short 4 L .

)
N

e " of the kind of thematic complexity which is powerfully articulated in -' )

. . l
' - .
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kiyg of moral teat for their owner. becauae they provoke :Ln him cruel .

‘are euepect, oo 5

84./

"'}r The etor'ies examined in this chapter ehare & rather "neg"at'ive viev‘r '

- of human nature. Man, it seems, 5 is either hounded by guilt like Private #

Coulter in "Jug and Bottle,' crafty and cunning like Arthur Vickere in

"One '8 a Heifer,'f diahoneat like Luke Taylor in MThe Runaway" or eexually

aberrant like“Old Creeper in "The FloWere that Killed Him. _ The only

hope and relief ig in the moment of. redeeming h,uman love or action. izﬂ

"Barrack Room Fiddle Tune", the recruita right their wrong to Peter Daweon

L by giving him a new fiddle, in "The Runaway" the father pondere‘ the

cruelty of- innocent animale being burnt alive and’ finda eolace in the ' ',’; ‘
.surviv;lng horaee' in “The Flowere that Killed Hi Joe mercifully ‘énds

| his father e torment. Without euch moments. of atonement, man ‘gseems, in’

theae etories, plagued by guilt and condemned to purge that guilt by TP

telling hie tale., If the misfit is. the central type of character depicted

in theee etories, the central technique employed by Roee involvee the

‘.charting of human reeponees to the misfit. Charactere euch aa Arthur
Vickera in “One 8 a Heifer and . the narrator in "Jug .and Bottle" reveal

'their awn epiritual condi.tione by their eignificent reaponeee to more’ " W

oo~—

"«.‘vulnerable charaeters.» Even the flawed horaea in "The Runaway" are a

and eelf—degrading reactione. In "’.l'he Flowere that Killed Bim," Joe s

\

father is initially the. henefector of the two boya he 1eter murdere, for
’ hd.m too the helpleee boya repreeent a moral teet, which he £aile. In

thesge 3loow atoriea, even the moet 3eneroue and benevolent hman impulaee

w -

-~

‘o

A p:oblem Sinclair Roee encountere in thes telee of the miafit -

: ﬁ that he doee not eetablieh a balanee between character. acticn and

" .'meaning. 'I‘hua "ﬂarrack Romn Hddle 'lh.me" and "Jua and Bottle" concentrate,

pvo s R T

St



' T oo o Tt . . L . L85 o .
M s s with:Ln an unsatisfaotory anecdotaLformat, on the rather dull misfita ’
e E o ', Peter Dewson and Private Coulter.

Both storiea are aentimental. both
lack resl action‘ and auspense. On the other hand, "One a8 a Heifer"

creates a tense atmosphere, ‘but. the thematic implications of this 'atmos-
oL phere are limited
\ -' "','. ‘ .

The -same holds true for "The Flowers that Killed Him,
o which is “also a technically accompliahed but thematically shallow piec.e.
oL s

Only "'I'he Runaway" aeems to integrate the elements of action, character

and méaning, vhich function in isolation in “One s a Heifer," "Barrack
Room Fiddle Tune, " "Jug and Bottle" and "The Flowera that Killed Him."

N °
) "' Ross 8" fictional 1oners,f outcasts and miafi-ts range from the

aeutimental to the terrifying in pheir peraonalitiee.

's

‘Because they axe
eccentrics. often they lack credibility' thare seens an inna@fﬁaifficulty

in rendering the misfit ordinary enough to appear credible. The misfit
i L is most acceptable as & eharacter wheu he exhibite both normal and
, 'abnormal characteristica, thus Arthur Vickara -guilt is balanced by hia

7
normal human need for companionship, and old Creeper' "external. respect-
. 'able role balances his perverted inner nature.

Rosa 8 fictional nisfits
are’ obseased with the problems of 8in and guilt, the question of one

man’ s obl.igations to another.
I

Frequently the misfit betraya othera aﬂd
therefore hinself.

In. the storiea to be viewed in Chapter Three Rosa -
depicts a larser. almost coamic. betrayal of man by the extemal condi—
. . tions of life

Han'a youthful aspirations and his fa.ith in 11 fe ere

tested and often destroyed in” this 1ast type of story. juat aa, in the
) ,tales of the nisfit. man s glib self-esteem and altruism are teated. and
. . found wanting.

The atoriea to be viewed in Chapter Three are not

-

concernad with merely eeceatrie and °:1.so.‘l.a’ged characters or sit:uationo.

They portray those human problems which have an, almost timeless and v

et
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o o the adult frustrat .one ‘of farm 1ife. In each story--"No Other Way"

A @

S sy

o N B ehipe are’ comp mented or. provoked by storﬁs of duet. snoy, hail or. by L

. ‘ drought. “Thi storm mot:l’.f 18 powerfully realist:l.c but 13 alao A sustained

; ‘ met;;:hor for he uncertaiﬂ humen atruggle.a It ie ‘an outstanding f:eat'ure
S ‘L oy of theee st riee, and represente a fuhion of the nerrativenntru’cture and
Co o the eeeen 1al themes. Theee stories are ‘hot conce‘l-ned with. the eoaring

e The mejor concern afs the stories to be explored in th:l.e third

S characters :ln fierce 'ebaﬁee over, /the value of life on the lend. There
-‘Jls ’the orcheatrat{ad R}

\
h

\
youthful resentment and mature acceptance of fate. Torn between the )

°

L el gon:l.st of a stor;y such as "Not by Rain Alone" searches for a way to.
[ P : 5 -
> A I
A resolve his 1nner c’onflict, only to find that there tis "no 6ther way
- '/' e I A
o T .than simply accep jng his '1ot. Thia ia one of ethe recurring insights of
A . ' S :
‘ ;o E , : Ross 8 atruggiing charecters. In theae stories, men~ rarely wins ,h:l.s meny
: : L 1, ° - w -
o ! , . .r\l . . ) , . -' ! i '..‘... “\\ - ) N ' ’ - N
,‘ - 6y oy R _f .1‘1 . ’ ' .._‘T h | ’ ) - !

TR DL 3“ Finally. there :LB » v?thin many of theee charactere, a strupgle betweén o

I ( | impulee to .rebel . age:lnet and' the need to: aubm:l.t to h/:ls fate, the prota-'--

.ely.. lgeither are these etoriee concerned with the typee of eccen— o o
oy

c.hapter :Ls human conflict. 1n ite nany forma. S There 1s confl:l.e betdeen .

n struggle ega:ln:et a capr:l.ci,ous extemel world. ,

. rice and - m:l.efita diecussedQn Chapter Two. but with fairly ordihery 'men o~
' R L b - Jut ) ‘. "..:,'a,.
and women. ' T T T A \,__ T
, . AR -k L e ) PR e

s
A

S - £




e

ey struggles, but he does endure somehow, after suffering greatly. Hts
- erd

——

struggles are cor(centra‘ted in one dynamic incident,\inst a background

; ‘\\\ ‘ of universal patterns of struggle ;d\eubmission, storm snd calm{nd inv
\ ' \ /‘/
“a relentlessly oppressive atmosphere.
AN
nates\ in a significant humsn response to some external phwnon. For

q iy

That: single incident often culmi-. ‘

VI PR TR T
-

ot

IR f‘ K example, in "Nell" a simple bottle of ketchup is transiormed 1dto a
-+ W “ symbol of huma\n love and loyalty by generating externai evidence ‘of these '
; . . internal emotions. '\Haterial objects thus develop into symbols whi\.ch Co
; néc e evoke a complex of emotional responses. .Responding, to the. truths of th
' g; r e o indifferent extemsl\. world, man perceives the reflection ‘bf his ipternsl ,\
. ' 'Iplight. He must either accept this internal truth, or be destroyed by 1:,-

‘_ \“" -"No Other Way" is the first of Ross,.s stories to uSe the external

world as a mirror of. internal hum.sn truth " First’ published in 1934, the .

-

"

'story lacks th‘e storm motif of subsequent stories such as "A Field of

Wheat," but it does introduce the recurring theme of marital‘ conflict.
»

. In "No Other Way,': the routine of Hatty GJ,enn s farm chores provides an, ""_". g )‘
externsl complement to her internal conflicts,‘ snd a stability J.sok‘ing ;:

N \in her marriage. Lt provides a simple narratiVe structure, but :I.t :I.s\ - -
. also the vehicle for presenting the essential authorial view of Hatty as - . :

. _a victim\. Furthermore » Hatty s internal development is“ 'indicated by her ' ' ;’3:
,lsignificant humsn responses ‘to her daily chores. Her relation to the ) . . :
land is ‘defined by her chor{s. 'I'hey are an externsl f ct of her life, o o ,' ‘:
i terms ‘of which she: defineshelf a\nd ‘her predicamen\t. " She. is only B
O . IR Y
SN \ the}‘ss\t of many of Ross 8 adult characters to significantly react, to’ . . ‘ﬁ

- .so\mai‘eminglx insignificsnt extemal phenomenon.\ . N i T
. - TH tty is- first seen in relstion to her" immediate environment and

< -0 l \ \‘c ' N ' ..

- her routine- of‘ chores ."Hstty Glenn, on her knees at the end of the two-

<
g
I
:
¥
"
y
A”
:
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‘"‘.’. - ~ \ fi
T \%re garden, felt it [night) closing in, and her b:lg butché\sp—knife hacked S i
B wiuh\\f?ver@ haste at the . frost-blackened tumip-tops.""_ﬂatty is : '. R
:' - . { v\ N . L . -
S compelled by the dictatee of climate to fig‘nt for the harvest of her
- ) crops. This external strug}le\lacka the excitement of a atruggle with a
" e L . . --‘ \ \ ~ . v “ '\' .
oo snowatorm, but it does gerve . as a prelude to. another aar{t of etruggle' P
S R . ' AR
. ﬁ\ ) - . - An old struggle, for- years now an inseparable part of her . * ,
:v';.lé . L L life. Love against 'a  sense of injustice—-duty against some-
T Soee o ST ‘thing: that kept .saying she was a fool--loyalty and. sympathy
; . LT 7 trying to oust the fear’ that she was making only a dog of . : C
F “ " ., ., . herself. A useless, wearying struggle, making her hafsh and U 2
B ‘sour and: Tld, and always ending just vhere it had begun. Why~_. .0 E
%‘.j : ought she to worry and bother when: Dan néver lif,ted a £inger?’ ’ g
:;a e - N - ' (p. 16) i
. f{v - . R . N ) " N ’ - - 5 \ o L
: fl T Hatty feels compelled to save her crop from the approaching winter, and T <
NgAT : e T A C S T

. AT her marriage from another kind of blight.' Shé is torn between the ,

" T impulse to rebel against her lot‘ and the neCesaity of; continuing her

vy " o . ,\'

{.‘ . \ v work ;a8 I'It-waa the only-way. There waa snow in the wind" (p.’ 16) B .

4

. ’A-v" ‘\. o " - e i
oo T Hatty 8 intemal struggle “and her trecognition of the only ‘wey antic . f‘é

P i | S . .

: Lo Pate the fataliatic acceptance of circumstance which ie 8 recurring DR
= . . R ,‘ X .__J . .

. :-\_ -t .- aspect of Roas 8 vision of the- adult world. In “No Other Way," the _.;" '
5o P primary concern is the way Hatty resolves her con‘ﬂ{cts with the land o
P R . = . T AT L
R < * ’ (". . - . . C . S A | . A

- andwith Dan., '_..’."‘
L R O ' w0
- s 1_":=',:‘:--A:.= o The futility of Hatty 8. position is emphasized by her be.ng "on

L
Her knees," literally end metaphorically, aa the story opena. The col

“/,
/.

Vot \ N
winter wind aseaults Hatty, emphaai’zing her. :Lnsignifieance. Hér attenpt ' \ )
\ . . . _‘\

to protect her garden from hungry cows prov}dea another example of the -

/
/
R
NSRS

L extemal world exacerbating and complementing intemal despair.,_...: W S o
, .,h : .»_. R . . .\ '-" ’ ‘\"' - \

: l'Sincl&ﬂ.r Roas,' "No Other Way," Nash's Pall MalLﬁaﬁaziﬁe".Z X.CI'?,,‘A e
No. 497 (October 1934), 16 co R e T
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The dozen oat stacks, built in 4 Square, with only ‘narrow &
. runways betWeen them, formed & little labyrinth vhere the cows JoT e ¢ A
dodged fn and out and from side to side, indifferent to her. RO L % )
o scre and\yﬂ% The bristly butts of -the sheaves as she: S S 3
- - squeezed her way g\em were like needles on her face. and e e b
/.7 . hands. | The dust rose indense, choking cloyds, stiuging her o g
A / A ”eyes, d forming on her lips in: little larVa—like clota of = .. SR
‘S__ S ', "\ mud. (p. -80) .o ‘ . \ . T . \ L7
[ . « : . ) .
§ L l{,oss s word-choice :Ln the above passage ig signifd.eant. there is the., ‘ D '
E external physit:al "labyrinth" which auggests the tangled maze of Hatty 8-
AR N internal conflicts.. The an.imals a‘re, like ~Dan, indifferent: to" Hatty 8 ‘j' T ;
& . , ;‘ o . L S
o ... * v o 7
}'; : . shrieks 'I'here are also sugggst\iona that the natural envlronment is S e A
S almost actively hostile to Hatty.- She is victimized by "br:l.stly butt&“'-' .
\‘* and stinging dust mcked by the land and Dan alike. Thia account of '
' \iatty 8 struggle,with her environ&ment complements her struggle w:Lth Dan, . g B
and emphas zes her iaolat:l.on.r The above passage functions as do‘the '
' accounta of atorms in subsequent stories. The process :I.s seen in :Lts \ " AN L “%&
= P SR -_f’.'
embryonic form above _and. becomes a controll:l.ng motif in a atory auch as’" . I e
,"A Pie'ld of Wheat.'_'< ' _ i
- AR Accompanying Hatty 8 brutalizing chores is he’r running denunc.ia— ) _
- ' e .b:tion of Dan,' "sn qld harengue that’ she went through nearly every day of'v.i- : f;
- her l:Lfe" (p. 80) 'I'his haraague 1s ‘as revealing a comentary oq iiatty': '
.4 T T : . e
herself as on Dan, for it exposes the b:(.tterneas and aridity in Hatty [
' ) which in. part justifies Dan 8 indifference. It alao emphasizes the
b3 ' pathoa of ‘her attempt to w:l.n back Dan by accompanying him to a dance :Ln ‘
: -\ town There, Dan is in- h:ls natural element but Hatty, remved from her,-', o o
.8 el
? ) familiar chores :Ls clearly not. Rosa carefully aelects thoae signifi— o ) L
> “A o
L

cant detdils which create an. authentic. palpable aense of Hatty 8 aelf—

consciousness. Her voice :Ls uncontrollebly ahrill, her hands red and

)

. wrinkled from wor and her "best\dreas s an.embarrasament. Her psycho— .

R ot os vaaet IR 1
Ve e
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S . logical pain is every' bit ag, credible +a8 the physical’ 'painl earlier. J}J‘ IR

imposed by \the "bristly butts" of sheaves. IF.ccy aga.in perceivea herself

¢

-
'
R
[t
»
L ]
R LS
G R A
M) ~ . .

' as a victim. Roqs selecta only those deta:l.ls which confirm Hatty 8 aense . 2
A " P ‘, of isolation. Hatty intercepta smirks winks and 1ook; of pity which' o §‘
’ L 4. woraen her internal etate. "’I'hen her partner acrosa t q\table winked at i
I - L “the lady with the brisht spots of rouge. She e:kaw‘hin. and sobered ' o o
'ﬁ".. ? y ' ) Hatty 8 attempt to assert her lapsed Temininity fails, for she - .
’, ,1- . hears ‘too many ecers--a shriil voice, a vithered appearance——from her T ‘
‘f’ ) ;'ears of chores and invective.. She retbrna to the comfort of her fami-—.‘ ».
: liar chores, thqe coming full circle from rejection to aceeptancé of her =
] b. - . ' 1ife. Roes pro*longe her inner struggle, however, thus weakening the o ‘\
. Co ' .o A e
i E dra.matic unity of the piece. Hatty vacil‘lates from bittetness to a sense . i
R . 5
' of helplessnees, to a real:fzation of her hlove for Dan: ."she would juat : ‘\ 7_; : *:
‘ havp to go on slav:lng and fighting, loving hin all the time . '" (p. E .\1“ ' ‘;
C "'QZ). « She next considers suicide, but has this alternative arbitrarily “' "
; ' o removed by the appearance of cattle in her garden again. 'I‘hie galvanizee \ ;
. her once nore Iinto action and invective-. Her final thonghts——“Butter {
“1 _ 'twanty—five cents a pound. The:e was no other way (p. )--echo pre— E . ‘;
} ‘ cisely her earlier calculationa £or the ‘coming winter ‘and indicate that :
E‘ o she is trapped in a futile, cyc].icel pattern,‘ always ending juat whe.re - %
EJ\ R N - it he,d bLgun" (p. 16) There is altogether too much vacillacion in th:ls T 7
% M / final eection, a profuaibn o,f Eatty s conflicting impulses which is, -
e fur'thetmore, brought: to a rather forced resolution. Roas loeee an objec- '\ . i
tive dietance from Hatty.and‘ resorts to an abundance of imiénificant X ) : PR \
detaile. L ' . . o .' o '." .
Hatty 8 final submiasibn to her fate, to the way" of her 1ife,, ; o
. . SRR A . .
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can IS’e considered as a positive deVeIOpment only_ in a limited sense, for C

1

.she is essentially prolonging a blighted existence. She .may well be

Voo 7T '_ simply enslaved to her daily routine. . Hatty survives, but only to face co e

recurring conflict. She pays for her physical survivsl u spiritual

)

|3
£

R hcrdening(_ In "No Other Way," the repetition of key w rds at the ending\

.3'«' ; ' ~' .. of the story points to a significant development in the character of:

Y

s ';e'rc.‘;' YT

' :3,”' '. Hatty. She ‘and the feader.: infuse "The,re Was no’ other way" (p. 84) with

Ce symbolic mesning.,' They embody a stoica]},_ubmission to a thankless vay )

N

- of 1ife. ‘The technique appears frequently in other stories by Ross. In

.

Sk
0

- i .'"l‘he. Lamp"at-Noon,_ a key phrase appeats at - the beginning and end .of. the

SR e s (LTI Iy

’ "stbry“. In "Nell " a bottle of ketchup punctuates the beginning and end

e Ce of Ehe story, chh’rting character development. In "A Field of Wheat,"

.‘, .

simple preparations ‘for supper appear significantly at the beginning ‘and

end of the story... Cyclical patterns, recurring images and events accom*
' pany internal developmen:ts in Ross 8 tales of’ adult experience. C A '»1 Coa
The daily routine of wearying chores, vhich Hatty. briefly S

- escapes, asserts itself once more at the end of "No Other Way, "- so that
the whole story\ takes \i‘ts form from the] pattern of datty 's work. There | ,

4 the first section of—the—story,_in which Hattﬁoil‘:_iniher_gardsn . -
and calculates the economics of her crop ‘there i: her trip to’ town and \' | .

e

' - finally, her return to the farm. This is similar to. but less dramati—

o vcally exciting tha.n, the calm-stonn—calm structure of a story such as "A .
Field of Hheat'." The detailed treatment of Hatty s work is more than

simple realism. In "No Other Way," Hatty 8 relationship with her 1snd

| . 18 symbolic of’ her whole status in. life, for she s truly "on her knees"

in both her wark and her personal life. Her impulse to rebel" again.st ‘

her numbing chores is\ an attempt to forge a completely new role for

L N b, .""
tmer S

"
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n ' herself in 1ife. W‘nen she finally com.es full circle add resumes her taak f G

- ' R

- of milking the cows, she is making a significant statement about the S s

oo o 'nature of. 1ife., Her internal progression from rebellion to submission7 o
Co ' ‘ ,is indi’cated by ‘her resumpt:lon of her chores. The invective and the o 'f%

~

AR T
‘

) , unrewarding labour c&ntinue, but there is ani element‘ of positive human T e T
courage in Hatty 2 lbndurance, in her positive reepnnse to her routine of U g
Y choreS-,,,.°.“ 7{" AR S . J L
- : “\\ ‘ / e . . . R . - ‘n : ,’{_re

i No Other Nay" is seriously flawed by its lack of a- cdmpelling \ Lo S8

I .
-

o T SR meee
b

‘ series of events which could balanee the obseseively shrill rhetoric of .‘ R R

A T
PUEEE : Hatty Glenn._“Her vacillations in mood are not always held :Ln thec.k by -
o i R Ty
. 0 ,IJ.. 2 . . .“.‘!

. 4
o Ross, especially at the end of the 3tory. Her internal dramh does not

reach a climax,. for even her suicidal tendencies are aborted by external e . ,

co T . : ’ o ' RN S
CoT '“o' 1 circums tqnces 13 a coxitrived resolution. Her decision to continue seetis . A
T ey v SRR Y ' R

L o (not inevitable but accidental._ There is no inner logic\ leading events . R

T S . relentlessly to their conclusion. 'l'he story is perhaps too faithful to I

-~

0
by

\ ‘ the monotony of Hatty 8 external l:l.fe. In later stories of adult con— R R .

A

(-
FPred
=

Kool 5

flict,Ross provides relief frOm such an" oppressive atmosphere by a shift-

Fu

S ‘ . et ing narrative pattern or by the depiction of exciting human action. In
“ -‘astory suchas Abf‘ﬁ‘f‘ﬂhat“ttwhummrstruggie-—achieves—a—dignit

that :l.s abaent from the struggle in "No Other Way. " This may be due to-

f\‘\' -
”
LI

Ty

et

the pet Yy meanness of Dan and llatty Glenn :Ln contrast to the. grandeur of
g: R the na ural world in "A Field - of Wheat,“ a grandeur which somehow elevates Lo

Fohe LTS

R

' \ '_ the chara ters. More admirable victims Jof circumstance appear in subse— ‘

quent sto Les by Sinclsir Ross. ‘Hatty . Glgnn evokes pity, Hartha in "A ‘ .. BN
R Field of Wheat," a more 93’"‘1’3:}1“16811}' and £u11y developed characters o g

-

: L - S . ) than Hattvc?kes compassion.
. .‘ TR "No Other Wsy“ is a valusble introduction to Ross B tales of the

14 '
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- adult strnggle._ The idea of human struggle, and of endurance won at a

tragic int‘}nal cost, is a major theme of these stories snd is introduced

in "No Other Way., . Ross articulates the’ view of life ss ‘an unending LU

""" struggle snd conflict in an indifferent universe .in these stories, there

r -

" 18 "o other way" for man than, &t best, endurance and a grudging sccept-

"ance.‘ The cyclic patterns both within and outside man are technically ) a

i

. and thematically important in these stories, as is the sustained corres- -

1
4

pondence betwteen externa{ and: internal worlds, barely glimpsed in "No : o

\ .
Other Way. The reliance on human respOnses to the external reality as
; . . oo

| o
a guide to meaning also . has its roots in sn esrly story like "No Other_ .
‘Way Aand becomes a more oritical aspect of technique in, for example, '
: e A\ " - L b
x A e ‘ "The Lamp at. Noon. ' Tn the stories of adult conflict pu‘blished by Ross .

after "No Other Wav,' he essentially refined the structure of that first; B :
story. ‘ The process begins with "A Field of Wheat," the first story ‘to . R
build on -the foundation of "No Other Way," to explore with greater SRR . F
subtlety of language and character the- theme of human struggle.' . e p
‘ : "A Field of Wﬂeat," first published *n 1935, makes a nore dramatici -

use of emo_wbhere than does "No Other 'Way." Th\onflict betVeen John ’

_a__l e and Hartha in "A Field of Wheat" rises above the- petty to achieve a real
‘ poignaucy. John and Martha retain a dignityf and therefore a power to o

evoke compassion, a pover denied Dan and. Bstty Glenn. 'l‘his development ' P K

"

ia achieved in "A Field of Wheat' -by the introduction of the aignificant :

, external force of the hailstorm, which quite realistically wreaks human S L
o ' havoc. There is, then, a, suspenseful and credible sequence of events in Loy
R R "A Field of Hheat" which elevates and intensifies the plight of Ros ! '

R . main characters.i MoreOVer, the natural disaster of the hailstorm shares
: LT *
St a reasonable psrt of the responsibility for the internal unhappiness of

. s A
1
]
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L e : ; R A .
P bot‘h John and Hertha. - The cause of-the Glenns':discord was never brought

' into similar focua. ‘ . R Tl :i e R o
. b R t ] . . A
R Martha, the central character in "A}ie&d—mf Wheat," lives a 1ife
) _/ '. o similar to that’ of Hatty. She, like Hatty, is first seen in an . emble—"
.',3‘-.l .o . . . . Y -' . : I . )
L : metic pase, at work in the fields.“ N
} ) L MerthJ was thirty-seven.. She had clinched with the body
PR s+ -, and subs'tan 1ifé; had loved, borne children--a boy had:
'j‘. - . . dled--and.§ét the quickeet aches of 'life, traveil, heart-
ool brokenness, ey had never wrung as .the wheat:wrung. .For the -
. Y ',wheat allowed no respi-te. Wasting and unending it was - "—"

) . 'struggle, struggle against wind and insects, drought and ~ : )
o P L Wee'ds. Not an heroic struggle .. < but a frantic, Mnavailing B
S e ..n 7. onme.’ They were ‘only poor, tauntedfdriven things; :Lt wes the ' T '

AT e vheat that was invincible.2 N R .
S R ‘ L e T :
tf e T i The wheet, like Hatty 8 chores, allows "no respite. . In hoth woien there
R is a sense of futility and a loss of individual feminine identity, h
- conceptualization of life as.a atruggle. A new element 1is, however, q, - {
e introduced in the above paasage. Martha's quarrel is; less with her T W L

T husband John than with the demination of their 1ife together by the
P wheat. A weakness of "No Other Way" is the seemingly compulsive bitter— N é

’ e : - l. (li;’

; ' ness “of, Hatty Thie 1s not - the case in "A Field of Wheat." where maritel &
5 ! . iy
v discord has a credible extemal explanation in the tyranny of the wheat. 1%
_ N - NEEICTI
P The conflict between John and Harthe runs deeper than thet Lo L :

7,\ between Dén and Hstty Glenn. In "A Field of Wheat“ this conflict ie

T AN PP S

,“‘\3,
R merely suggeeted, 80 that ite drametic possibilities are not diffused in T

»

rhetoric early in ‘the story. An understated tone of regret ia more

TR
LT LS

’ effective in "A Field'of Wheat" than are the unrestrained hysterics of

A
bk Jos

>

»r 7

.‘
'

‘ Hatty Glenn in "No Other Way

BV

’\ .. .. . N ) ' o - ‘Q - '
2S:lnclai:: Ross, "A Field of Hheat;“ in*his !

Other Stories (Toronto McClelland and Stewart, 1968) > p. .74. ..
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SN L . She had loved John, éor theae sixteen years had stood

1;-.",» N - clase watching while\ha died—-—-slov{ly, tantaliziﬂ’gly, as the . -. -
B oo parched wheat. died.” He: hﬂd grown unkempt, ugly, morose. . . "»:‘«."' o R
z 5 N e .l' John was’ gone, love was gone; there wag only wheat; (p. 74) oo ) L E
j - V o The external world of whea?\is a real force disruptiﬂg the marriage bf v " g :
| John and Mar*tha. It allows for moré complex character development by .

1’. ,Ross. John is not a one-dimeng\ional scoundrel like Dan Glenn, but a

. | ,ﬂ farmer quite justifiably committed tohis work. ‘ The circumatances of . -

‘ auch a 1ife, -the dictates of the\ wheat,iineecapa‘bly come between Joho :;:-' X - .
é#’ . 41'..-_ .. and Martha. _’l‘here ia no other w\ay" than fﬂmn‘é bYo "hiCh J°hn can’ -
2{ . R o

. support his family. Ironically, this’ farming demauds ‘B0 much attention

' ‘ag to’ alienate John from Martha. : There is a tragic inevitability to thia o i 4.
: ] .iparadox absent from. the petty. conflic between Dan and Hatty Glenn. The ‘
plight of John and Martha is leaa vollile thaxi that of Iﬁan and Hatty, , ‘
B . but nxor’e credible and evocative. Dan d Hatty‘ seem complete oppositea,t".g”"’ ti ’:
. T : ao that their initial marriage seemns. completely without basis. there ’ '1' ) “i
: being no evideuce -of the slighteet compat bility. It. 1is clear, hoﬁe\r:er. _-v' o
R \:r 'vhat has come bemeen John- and Martha, ell ah what originally brought . .,"
.o .- . . : .. s
3 - them together.n‘ Finally, because Hartha 8 dia’ay 8 not articulated, it : "
\ remains a source of tension;, The tension of Hatty' s anger is, however, ’ . “:‘: _
. . quickly disaipated /in "No Other Way. " .‘ ‘ ’ \ \ - “' g \ \\
e R o Batty Glenn believea, wrongly, she ‘can n back Dan.” Similarly, : ] J
‘ . v Martha aeeB in the }bountiful wheat some hope for\a %etter future with A

O '. Three hun reJ acres. Bushels, thousands of bushels., she ,

: T T - ‘wouldn't .even/ try to think how many. And prices up. -this: year, ' . - k
o) T el . I#'vould mal “hin young again, Aift his head, gi\ve hin sptrit.. . ¥ .00
v B 8 'Maybe he wou 'd ‘e believe in himself again.‘ (P . 74) I L

: » | \ ‘ C e .
X The wheat 18 an external force which has. com{etween John and. Martha, T
r : ~ : H~'\'
& *,."‘,.for :Ln.the‘ paat‘,John ,has, Spiuritually,‘ "died.. .. . as “the parc‘hed wheat R S
s R . ] -
v , . . Lo I
v . ‘ I
s R . . ' |
% : ) oy [

— —_— N 1
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i i‘;‘fi / d" (p “74) . There is 8. link between the fate. of John and Athat of his ok fg
’ . \ vlrheait‘, so that external prosperity promises, for Martha. an internal L ., f?ﬁ
'\ - ;esurgerx-ee in, John, ‘ The wheat ie invested with almoat mystical powers. . T 35
- l, jit can.change lives. It is the link between external and internal\ -
N . II worlds, between phyaical reality and human hope. It is the receptacle
) * . L ”'f} of the aspirations of John and Martha, who, unlike the Glenns, are united
| i "; , in -8 connnon éoal. a. record crop of whent. 'l'he w\heat is, however,( ;
. B ) 3 .{' "inviucible'" therefore, in a’ sense :Lt must take p‘recedence‘“over hl;man _
! Q e‘ﬁ / : concerns 1if it i\s to fulfill ita human promise.; John, to be as good an . :, 1 '

5,5.‘\'& econo%c provider as poesible must neglect to a certain extent hia roles T ', .

R
N

C - as husband and *father, and focua a11. his energy on the wheat. The wheat
/ overrules personsl, emotional concerns, creating a rift between John and

L ","- Martha. They, unlike Hetty and, Dan, seenhdrawn apart inevitebly by ' e

IS

. / . uncontrollable external forces, as symbolized by’ the "invincible" wheat.“ ~

| They are, of necessity, drqwn apart.‘ The characters in "No Other Way" T L

H : oy

exploit and abuse each other' those in "A Pield of Hheat" seem victimized

by uncontrollable forces of circumétance. 'l‘here ia in thia development

" a

- ,.' T a more, truly tragic viaion of l.ife. ) For John: and Martha there is unques— " s

tionably, trégically,, 10 other way;" notMn&glae but going-on (p. 74)
v R _— Martha, like Batty Glenn, experiencee an inner conflict bemeen ‘. g .
resentment of her plight and reeignation to it. 'I'his conflict ia revealed

in a more economicel. less rhetorical }ashion in "A Field of Wheat" than ' _

I in “No Other Way“' "He [John] never seemed to feel that he owed ‘her B

N . i3
. L .
. v AR L

e

anything, never worried about her future. She could aweat, grow flat— o
o

Ka
&

13

K ‘ footed and shapeless, but that never bothered him' (p. 75) John ia,

A

3

- ~‘: ' however, not a. zambler or philanderer-like-l)an Glennrbut—ﬂrfﬂmr—*—;- *“-* S

obsesaed with his wheat as ‘a means of providing for his family. . He is

=

Y
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B A _not a eimplistic vill.ain, his wife 8 reSentment is therefore not exag- ' T :
N ; T R T T
St gerated but rentpained a;n,d tempered with understanding. , Also, R

e Field of Wheat" there is more subatantial human action than in. “No Other Lo
N Way. Following the economical preaentation of yi. t\is essentially L e

. Martha e point of view, Rose modulates into a “tg itional passage )

13 MG ey

PR ‘depicting the imocen}l{]};}; of Martha s daughter. o Lo
-'Sitting dowri on the doorstep to admire the gaudy petnls, she
- complained to herself, "They go 80 fast-—the first little
Y ‘winds blows them all avay:® On her.face,. lengthening it, wés - <o
S bitten deeply the enigma of ‘the £lowera ‘and thefdked seed- Y
LT 'pods Why did the beauty. £lash and the bony sfalks remain? e
o o ,.‘v%’ ~. : (pu 76) BT ’

:3;3. .o - L ‘,,‘j,Annabelle recognizee the "enigma of the cyclical pattem of birth and
e o 'death, growth and destruction. The w:l.nd whitfx deettoys her flowers T

2

o | 'becomea the battering wind of the hail—stom which deetroys the wheat. L
* A ; ',"’:»‘
) ‘rBoth 1t:he devastating storm, and the f'enigxna" it p_ases. ate. anl.:icipnte_d.{in: - ‘, T o 1'
1 B the above pnesage. . o S e C ‘ L ‘

Ross Y deacription of the etorm itself and of the family 5. AP L

' ,pitifu], defense ngainat it, is a etunning creation of external opprenaive :
T S ‘
-_atmoaphere internalized a concrete im.aging of human struggle. There ie -

o an intens\ity andcsuspenae in this account abeent, perhape unavoidably, ‘l . - U i\:-.

C '.:from the deectiptions of Hatty 8 etruggles :!.n her garden. '.l'he image of

e hail literally bursting into Martha 8 house emphasizee the oﬁpressive

and eepecially the sense of :merieonment: "To the west. there was no oky,

z: - effect of the etom on a perceiving human consciousneee. 'I.‘here 'is- the D \:.\’.\'E- "
5 b "intense nnd breathlees" heat prefiguring the storm, t;he "choked" light e
e we K . B - )
K
P
&

e
.

:, K Lo -’;";only a gulf of blackness, eo 'black that the landscape eee?:&inelipp:lns

0 I . ‘,down the neck of a funnel" (P-. 77) '17;,‘,19 fusion of lnnd 4& \sky 1a'a . - '. .
“' _,\.‘ : ‘ L ) /nh l ,Il . |

comon and effective i.mege Ross enploys ‘in the etor.ten of adult e::per—

Col ¥ 2 et
. ’ ) . s :
‘7 ':. .l;." ‘ _ﬁ.V' et
R ,' h : .o t S £ .".‘ M ¢ ‘.‘.
- PR e ! I L /'ﬂ- .
Lo S I

Che
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. ience to fuse external events and intern.al resp nsea, to further suggest
¥ : diminishing human horizons in an oppreseive en ronment._ The stom itself
o K - is described very much in terms df the human eections it generater t‘ne R -
g . fam:lly is galvanized into actiou by the stom, but t{xeir efforts to defehd '11
. L, . T their home are as futile as Hatty 8, efforts to - pmt’ect her garden. N {
. é RSN The pl‘ight of man in this hoetile em?:l.ronmént :Ls apparent in Buch 8
v . t ..'.lrl T 5 . " N ‘_ﬁ
- fﬁ L CLTere paBsages as "She wented to scream a wsming. but it was a bare whispe ' Cod
. ,% (p. 77). Man is eimply assaulted and overpowered by ‘the elements he :ls » v
"3 - e

Lt ' "deafened pinioned crushed“ (p 78) The destruction of the house :La o

: . rendered :Ln lsnguage wh:Lch auggests human destruction, thue again link:lng

Y

.., .ot
LS . ca
L;ihi-?!t_'.
R R O
. .
o
&

the internal and external worlds | t;here_ was a sharp,erunching blow on : S

y A re e
o : the roof, ) its sound abruptlya dead sickening, l:l.ke 8 weapon that hss eunk T
- deep into flesh" (15 78) . The etorm is more malevolent, swift and over- '- — ‘}
powering than any of Hst:ty 8 m:lnot irritants, it s an sctively hostile SRR
' A o . force literally and figuratively inveding man '8 internal world, his home B} "
& NN . . and his dreams I I ST ,.° A
. / R
T A : _.:'The stones clattered on the f£loor and bounded up; to’ the ceiling, ) ‘ ' : i
: . lit-on the stove a,nd threw out slzzling ‘stean.” The vind whisked e T
; . pota and. kettles of£f ‘their. hooks, tugged at and whirled the ez

B o jfj- .,‘ : T _sodden curtains. crashed down a shelf of lsmps and crockery., L
W T sl (P- 79) AL

A‘, v - ] .. . o oL, — .
Roes 8 many verbs :I.n the above pasaage ‘creste a realistic scene, but also R
- f 'suggest. by their sheer devastation. the traumatic effect of such a scene'.' S .

:on the characters. e o - S i'.“' T
W:Lth the ahrupt end of the stom, the lshest, obscured as an’ issue o L

o

8%

4.8

0l {«tg;.".'
S

Y

-'by the vital!ty of Ross s sccount of the storm itself, re-emerges as a . ,
. .

T P ) concern. '.l‘he language also shifts from ah emphasis on the physical -

5‘.-.
pe

o v/!-

extemal action of the storm to a style which auggests the numbed,‘human : .

: L PR . . : . . . M B b —
. < \ -, N . B . -‘ Do oo R -
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. L . Is '}
: . v rol
: - g
: T : et
) “als No‘thing but the glitter of sun dn hailst:onee. Nothing but Ly e TR B

P I their whe.at cruahed 1nto 1ittle .rags of muddy slime. A 'ﬁa A
ST ! ‘Mfartha-and John walked. to'the far-end OF the field..  There dvas
Sk
{
|

~.‘A
o W‘N“’

no_ sound: but their_ahoea Blipping and rattling o, the ‘pebbles e
_'{ _ofice. (p. 80)° Set SR _'p

i

It is at this poiﬁt that t:he ro‘ie of t:he stormeas cathlyst emerges. 'As_

: .o - T J.n subsequent stories to be viewed in this ch,apt'er,’the chaotlc.,extemal
o o

3 . . Do _-:?-1 N "“:.Q; : - “"..
L L atorm here worsens or, e\ren triggers intemal human stress. Give.n Martha. B -
'-- . .,, P I - gty i '

Cs background of dIsc\ontent, it;, is to be expected that she, at: this point;, ;

breaka down :Ln dea}wair and is conso‘led by a word from John, "more of. hi;m..

\ than she had hud for years (15. 80) °What: :ls (shockingly unexpected iu - E
' the conclusion of the ecory, Hartha s.tdfacovery of John secretely weeé:h‘ag,' 1
N - internally brokeu ‘by the ex;:emal devaatat::fon of his crop: _ s
c . ’ n , ‘l Martha s discovery is "the. -acr.aoge.qtg mnst frig.hceui‘r\é °moment v

‘ 'of her life, . He had always obeen so strong and grim_ ;. :'~ °. "an& now he was c
PR s L . : L )
DA : beaten" (p.‘ 82) Martha 8 insight :I.s dramaticelly effect:lve, a pquer;ful

-u‘ ' s

- r : mage. Hetty 8 progresaion vas not accompanied by eny uvivid exterual

Eerent, and cousequently lacked conviction and‘ forcea } Such is not 'I:he .
L CL c e with this fihal, powerful revelation in "A Field ‘of wheet.'? : Martha 8

’ u—.

. , i:' insight :l.uto John, s humanity gives hex t:he courage t:o go an,,she like
: " ) Iiatt:y, signa.ls her interna.l develc:pment by resumiug hen daily ei-xorea. Lo \ Stk
Lo T - 4 e ST T
) . i t:he human rea;uty only briefly intgrrupted by the ext.etnal fact of =the c e 4
storm. Hartha thua makek a aymbolic affirmation of lifem'hlbeit im a : ~
H <5 X R : e
. fai‘rly pessimist:lc context. Aa does Hatty :ln "No Ot:her Way," ﬂartha.o. T e
4,.' ol v ’ i, . 40'-',, . - B ”‘--'.T" " b' ;
. eudures , but she bears inviaible Bcars. The hailstorm destroys the wheat j ,"i
a.nd gives Haréha an ins:l.ght mo Johq, whc has fully :Lhtzemalized the . j LT
« . ’ b'f__ ’_‘_ ' deatruction of his crop. - .It ‘does not: however, unil:e Martha and John in .‘-; v 7;
: ';':;" o grief Hart;ha nust keep hé,er knou,ledge of John secret. "She creﬂt away. .o gt
::;; S . ‘Qlt l-;'.;‘ ) s
‘ i It,would be. unbeara%le to- watch his hum:i(ﬁation if he looked up and saw" ', A
i L 3% B S k SO . '
: e . e .. N T
- : o S s i !
; K : ) g S ' ‘)
- e . A
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. r-“, E 3 : ‘ ; .
N . . oL . EN O . N .- N . [ A ) - . . f i

-»‘; ; "y her" (p. 82)., John and Martha reaume the daily pattern of their lives, .
‘:‘_“',}'-" - ,; ’, ) - .
R A ]. E the aearing irony being that the wheqt haa indeed proved "invincible. !
Ry N S
b : w It has only externally been destroyed ‘John= and Hartha remain locked into . "%,

,"_,' “_"V‘ :."’( o the old values of the land the stifling human roles ‘which the ‘wheat ) 'l~=
; ' . dietates. They remain stoic, but tragieally@epart, for however noble a- .

purpose.‘ The wheat remaina aa a reality aeparating John and Martha for

s 5 -
AT I Nyt 3 P s

'they atill conceal their emotiona from each other, going ‘on"

"-_ o

She, like Hatty Glenn, survives, but in an imaginatively diminiehed warld. .

ST \ ST The rhythln of calm—storm—calm provides .8n orga.nic narrative ol e

:
5t
B
-
o
%,

. Voee e o L
E f&:‘ f‘structure for "A Field of Wheat," and an iro"nie external foil to the ' N ' i
) - -\ internal human ruin, while at the aame time ‘c tributing to that ruin. ’ . ,..
A - 5 ‘?" The etmggle between submiasion and rebellion :B\in Marth&' is. linked to’ ~‘°fﬂ:' \\
‘ | the extet‘aaI atorm, which devastatea John,t and reveala the truth to e T 45
; s Haz:tha. The- external atohn alao intenaifiea~ the alre’a/d; cl;ustrophobic _ "kf- ‘ '3
, "" | 2 ntmosphere. fqr the oppresaive atorm beat into Martha 8 houae e;cacer— . . !- B
‘_;f o ‘ ‘ bates her tenaioh. : In "’l‘he Lamp at Noon {'The Painted Door and "Not ! lc
| L by Rain Alone* ""there are alpo atorma which literally invade human . | &
‘ N eheltera. These.i;zcidenta epitomize the human struggle in &n indifferent, . o
_—? 4 ‘ - even hoat/le world. Human inaignificance, the inability of man to resist \
g ' : et .‘ ' theae impersonal climatic for‘ :is an- abstract concept rendered dra?a- \ 3 J
;‘ . | tically real. In "A Field of ‘Wheat," ~the storm 1s auspenaeful andlcre- - ' B "ij
:f ST 'd:lble. Moreover, it ia- lin.ked to' the internal livea of John and Martha ’ . B LE
‘: i | anﬂ to the theme noﬁ human struggle and endurance. ‘ It ia alao‘ the eseen- S ol
‘ "l tial E%talyat in "A Field of Wheat,“_ for it reveala the inner quality of' . :
) 24 : the lives being lived by John and Martha- it triggers eventa leading to ‘ .
. » R -
/ o . T s - Jo . ST

4
B i i
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signalled by her resumption of her chorea.

routine indicates an intemal affdrmation of 1ife.

s 'I'heyt are aymbols
v‘iteelf changes ita role from receptacle of hope to symbol of defeat.

B .7_- -:Q)eittheg force playa a. etatic role in the atory. . The wheat for example,

' ia a grandeur and universality in the struggle of John and Hartha to

'.univere )

e o

the final, pathetic ecene of Martha aecretly watching John. .

. E o The ilwortance of human responsea to external phenomena alao ‘ .

:, .
Q' -

fignres in "A Field of Wheat.'f There ia John .s despairing reaponee tD

hie deatroyed wheat, and Martha e courageoua response to John '8 collapse, .
This return t’o her external

The storm and the
. }

-.';wheat in{ "A Field of Wheat" are both more than eimple extemal phenomena..« S

4.

the storm acts in destroying the wheat, and the wheat

N 4 T

ia, ironically, not destroyed by the storm.

in the rigid attitud’ee, the imprisoned love, of John end Martha. There

survive without forfeiting thei: humanity Thia ie due to the internal-»
_' ization of the. glrandenr of the landscape, and the aubtle portrayal of

‘man in that lan cape. Finally, the human etruggle Rqes depicta in‘"A

1' ¢+ Field Wheat',"cunlike that seen in "No Other Way,',' haa a tragic :f.ne\ri—Q -
tabili& 16 o

"

; 'y

"'l‘he Lamp at Noon,"_ Like "A

; an inner logic which raiaes it from the particular to the
lThe next atory to be examined

n. . ll“

Field of Wheat," reveala‘ the univeraal in ‘the particular. .

" not a hailatorm,-but a prolonged ‘duatatorm, acts as the catalya,t for the P S

Tt ewEre vt

Symbolically, it aurvivea _ i S

In thia std'ry, L

T~
LS
T e
H [

.‘;‘ egg &-:‘@3 " A
AR

v
S RIS

N "
A EY
° ayi
¥
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I.exprepaion of elemental human emotiona. ) "The Lamp at Noon -1s perhaps - : T‘ . .
even ‘more pesaimiatic than A Field of Wheat,“ where charactera, and ' ,;
'human love, aurvive in some twieted form Ine"‘l'he Lamp at Noon," human .‘}“ i \
v 1ife, humin aenity and huinan love are’ all destroyed. . SR e
. "The Lamp at. Noon," firat publiahed in 1938, is another atudy of '
3 :human conflict., There are obvious aimilarit-iea to "A Field of Wheat" in . . ':"".
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' :the delmte ovér the value of rural life, the dmportance of atmosphere
f'fand the cycl:lcal progression from one attitude towards life to its

"‘.virtual opposite., Again, conflict is dramatized in terms of conflicting\

‘ ..It is this seemingly minor detail, caused by an oppressive dust-storm s :

'create a’ scene which is more than simply realistic.' The wind is given A"-

.‘ responses to the land to’ the 1ife of the farmer, and is exacerb ted by
.an. external storm As in "A Field of Wheat " in- "’Ihe 'Lamp at 'Noo
'-husband's psychological distance from his wife is complemented
' 'degree caused by the necessity that he work long hours on his f rm
) "‘V"Conflict is central to the story, there are again the struggl s within man

'and against the unpredictable natural environment. . - j T . Y
T opening sentence of the story. "A Iittle before ‘noon she lit the 1amp

' ”’however, Ross concentrates on the atmosphere of the storm as perceived

"Zby {the :woman Ellen"'_.. o : Co SO -:‘ '

"-.f'-trable fog. (p. 13) T e o
: The wind that is introduced here becomes . together with the lsmp, ane of

the main symbols in the sltory. Ross 8 choice of words is significant in . \'. -

,human qualities, thus anticipating the presentation of Ellen.

’r.'” forehead preas against the pane until the eyes: were strained spart ‘ '

4 L 5 . s ' . ., . X s ... -
. P . B . . . . N - . - “".

',', the L

R ¥

The recurring irony of "'l‘he Lamp at Noon" is first voiced in thé
: 3
ll

A

which eventually expresses ‘the theme of the story. Early in, the story,

A

’ :Demented wind fled keening past the house. a wail through the

-* 'eaves that died( évery minute. or two: ‘Three days.now without 2
. respite it had held. ' The dust”’ was thickening to an impene—- "

X
h

the “b°"e P sage; "demented." "keenins.","wail" and "impenetrable fos R

\

1 . ( . ) »l '
‘Her eyes all the while were fixed and wide with a, curious e = ,":
immobility. It was tHe window. Standing at it, she lét her "

.and’ rigid. Wide 1like that- -they had ‘looked out to the ' deep-' :
ening ruin of the storm. Now she could not close them. (p. 13)

C 3Sincl.air Ross,' "The Lamp at Noon," in his 'l'he Lanp at Noon and; SRR
gther Stories, p 13. AR . , R T .
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: ’ . ' The "deepening ruin," the "demented wind" hd the "impenetrable fog" are,. . e ; g ; ‘

e ‘one suspects, not merely in the world outside., Ellen seems depply " %\~
. .. uaffected internally, Aby the external chaos. -_'- ‘,".".,"f'_i_: '. ) ,_ . | : :,%;.
4 The suggestions of Ellen 8 "strsined" perspective create a com—- . x§ .

" _"-plex relationship between the prolonged storm outside and the stability - . i
. of Ellen 8 psyche within.,‘ This relstionship continues throuéhout "The ‘ .
| Lamp st Noon.{'. Ellen is not simply \angered or discouraged by the dust—;’.,"'.",.
, storm ‘ Rather, she intex.)ializes the extemsl cheos, is, more than Hatty X )
'.in' "No Ot/her Wsy" snd Martha in "A Field of wheat,'f absorbed by her land-r i
,‘,.';’chpé., ’Irhe environment provokes in Ellen not only literal responses of ‘ | ‘
‘ bittemess and anger, ss it did in Hstty and Martha, but' i‘ts an inner .'1

. . .o o e
“ “\refleetion, an intems.l storm.. The process of extern\s.l phenomena trig—;; -,

1

UL gering 'internal developments is also seen in "No Other Way" ‘and "A Field

'_ of Wheat,

‘f'but the actual state of mind unleashed in Ellen is different

from the one-d nensional and literal emotions of Hatty and Martha..

\ . ~ )

S g ‘_ . R
SR the extemal landsca.pe, the dust-storm, is -8 more pervasive atmosphere S
in ",The Lsmp at Noon" thsn is the incident of a sudden and brief hail- :

) :‘,, storm in "A I-'ield of W‘nest," so too the internal mental landscspe is more

¢ 4“

varied in "The Lamp at N’oon" than in the earlier story. . Ellen 8- internal

life is more compltx thsn are - the lives of Hatty s.nd Hartha.: She is not

+,
s S

limited and caricatured by any one emotional compon.ent. - '. )

'l‘he effects of the storm are not confined to the outside world. :

Ellen, spending hours staring out t the storm from her window, is vir—
gy e s o i

o

tually hypnotized by it her eyes are variously described as "fixed " |
. "wide " "rigid" snd "dazed." Ross thus implies tha.t she is somehow being
\\ . :-1“:..“
\1nfluenced by the storm. ] The storm is not confined to the world outside\,p

e the house,-for it literally seeps~into the house and also pBYChOlOgically TN ,,
PRI o T

R '%‘#\;\{;ﬂxi:ﬂ;%'j’ﬂlfu?‘j ‘:A; flfl.. H-"‘;.'“, A.";';‘
Ty K B
.x“ . \, . (
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. intrudes on- Ellen EE state of mind. It inva&bs the house as did the hail o

in "A Field of Wheat";and further makes its presence felt on Ellen .

The baby started to cry. ‘He was lying in a h }memade crib ,
" over which she had' arranged’ a-tert of muslin. Py .. She would
have l:lked to rock ‘him, to, feel the comfqrt of hia little body
in her arms, but .a fear had ‘obsessed her- that in the - dust-. —

~.

' \filled air\ he might - contract pneumonia. (pp: 13-14) S N

EVen here, ver ,g,jnilitude ie not sacrificed to literary technique, for

e there are no neat artificial literary parallels between the external

u\.

at this point, the wind truly is her enemy. The foa:ced deprivation of

matemal contact - is poignantly credible, s?d seems a further, though

.:secondary, catalyst for Ellen 8 obsessiveness.

~ The op : account of Ellen 8 state of mind\ncludes with a ,‘ :

degree to which she internalizes her "f'

P

landacape. ‘

~ There were two winds. the wind in- flight, and the wind that

- pursued. . The one sought. refuge in the- eaves, ‘whimpering, in

- feaf; the other assailed it there, and shook ‘the eaves apart e
to make’it flee again. Once as she listened thias first wind - -

o sprang inside the room,’ distraught like a bird 'that has, felt. '_l- N —

. the .graze of taloms on its wing; while furfous  the other wind
: ,shook the walls . . . till its quarry glanced away again in
' fright. (p. 14) . .

'What Ellen hears in the storm is an echo of her own inner tension, of
,her struggle with her hua'band Paul. The internal ar{d external are insep-, -
:arably Linked, each contributing to the other, 8o that the wind provokee :

- \'Ellen, but she elso responds to 1t from an already rather frenzied 'point

. of vj-eWs -

If the first section of "The ‘Lamp at Noon" sensitively images

%,
.

3

\
the plight of a. woman oppressed by her environment, that which brings

3

LT

a3,

Ellen has good reason €0 f.ear for her son' s health- -
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] Paul' and ‘Ellen to"gether demonstrates a different function of the stormy " T
environine'nt. With the appearance of‘ Paul and, the consequent expansion

‘in point of view to include the dialogue of Peul and’ Ellen, the storm

o e
exibility,’ The stonn is initially seen in terms of its effects on
L e

'E_lﬂlen_.z When Paul and Ellen come together, they argue ss the storm rages :

. il

K outside. The external storm and the storm within Ellen are obscured ‘by

S4 :}self becomes an - actor. . l't chenges roles, ex.hibiting an elmost human
£

. a storm of- words which rises hnd falls in intensity very much like the ,.. -

: forgotten storxnr outside. Moreover, Paul and Ellen are contrasted by

H"fmeans of the externsl storm ‘of the eroding wind"

‘Dust- and drought, eerth that betrayed alike his 1abour and his

faith, to:him the struggle. ‘had given sternness, an impassive : :
v courage. Beneath the whip of sand his youth had been effaced., IR
' ‘Youth, zest, exubersnce--there remained only: a ‘harsh and . :
\ .clenched virility that yet became him, that seemed at the cost ‘

of more engaging qualities to-be fulfilment of his immost and ,

essential fature. Whereas to her the seme debts’ and poverty =

. had brought a.plaintive’ indignation, a nervous dread.of what L '\, o
‘ - 'was still to. come..’ The eyes were hollowed the lips pinched _ T,
/ _dty and colourless. (p- 15) - o } . ’v T
i,'rhe,'(whip of sand" exposes the essential inner quality of ‘man snd ‘woman. ‘ . !

,_The storm polarizes the two characte s, their stormy life of struggle

wo

has revealed their conflicting natur s. e AN

The eroding wind which thus reveals character is moYe than that

»

y of the immediste storm. It is a metaphor for all the yesrs of struggle

v

and poverty that Peul -and Ellen have faced and ,indeed hsve yet to face.

' .The wind, the storm itself, is, if not the wind of Biblical prophecy,

“‘a similan messenger of truth. / It revea} by erosion, by a lif'e of

PO RO S
LRI F DA Y S

: struggle, the essences of its victims, -the man 's. strengths and the ’
o . .
woman's weaknesses. The wind is a symbol of the concept of life as a )

. \ 's'trukgle., _It telescopes, condenses in a brief period the aging process 8. B ..:

fw
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of a 'life-—time. \hmbringa auddenly and dramatically the revealing, -

il S

truth—telling cal ty that is ordinarily apread over a life-tine. ,It ) \
'\d.s a microcosm of \\all the viciasitudea of life. The wind accelerates @i
- the nomal proceasts of 1ife.' The atorm of wind and sand disturbs Ellen, ‘,}
complements her st rmy argument with Paul and contrasts the essential % '
natures of- Ellen an Paul. It eVentually provokes the climax of the .." g = %
atory. ! Its functi '. re many and varied. wt . | ' §
| Ellen, unlilj.e Martha in"'A Pield of Wheat," .articulatea /[.er é
‘ discontent.- She ret}aina a poignancy a.nd humanity, for her argm}nent is
) not the shrill 'rhetoric which mara "No Other Way. '. The conflict between‘ -‘1 o '~
Ellen and Paul is" not forever at a fever. pitch but‘ takes account»of the SR
subtle variety of human conflict. "The pleading in Ber voice now, after-"'l /\‘
/ its ahrill bitterness yesterday, made him think that this!was only 3 k ,. , !

another way’to persuade ‘him. " He answered evenly' 0 (pp 15—16)

. thia brief pasaage there is considerable insight into the tactics and

-. stratagems of conflict. Furthermore, there - is aympathy generated for . '. o '
! -both Paul and Ellen. Ellen ia justifiably concerned about her future in T

such a barren environment.,. Paul quite reaaonably resents the prospect o
of "aweeping out your father 8 store and running his erranda" (p. 16)
PR No conclusion ,is reacbed, for, as in- "A Field of Wheat," each character C

is ‘tragically 1ocked into a limiting role :meoaed by the rural life.

. Paul must perfom the role of s :

‘-

male provider, he believes Ellen
must endure silently, supporting him in hi truggle. ' Ellen, like Hatty o
\ . -

] and Hartha, resents her. huaband's\ aeeming indiff nce, and by implica— § -

: : there. I!m still young-I wasn t. broughr up thig way (p. 13). -
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’\A ' Paul and Ellen a].ign themselves with external phenomena' to’ indi—
:gf:‘" - ': cate their conflicting points of view._ Ellen cries, "'Look at it--look .
' ) i at it, you fool: Desert-—-the 1amp lit st‘noon—-"' (p 16) . The waste of , '
desert, _f:he absurdity of having to light a. lamp at noon, is the bitter, B
e g ',.:“-‘[mocking reality ‘Ellen re:ponds to, £or it speaks to her of her own’ terrible
% . .
: f \ . despair. l(; E11en staring out her window sees qnly waste and futility,
. ; ,\.r' Paul deliberately concentrates on a’ different sort” of reality.. .He fixes ~‘ ' X
14’ A | his attention on the flickering lamp It, like the wind, contrasts Paul : ; ' S ‘
; ‘ .~ «\ : o and Ellen. jllen '8 perception is o -. the ab' dity of their lives, ‘as ‘ '
] R symbolized by the lamp 1it .at noon.’ Paul ignores» Ellen s respouse \to the" | e
:' g‘ : % . ‘ lamp and seems to. see in it some syml:ol of hope. Again, confli:ting res—‘. R ;:
. ‘ ponses to some.external reality signal conflicting characters. One ch? -‘A "
. . \acter seea the lamp aa a aymbol of defeat but the other attempts to see "_ . J
s - i : - R
SN - it as a symbol of hope. Ellen, like Martha, deapairs of "'the hopeless-' S 'y
» B} N
3 ness--rgoing on——watching the land blow avay'" (p. 17) Paul\\igmres the : \'
. 7~ ext:rnal reality of desert, the panic in Ellen s. "glazed" 'eyes, "hia eyes» ' "
;' fixed on the yellow lamp flame (p. 17)\, but he eventually must confront . ')
‘ the "deepening ruin" (p. 13) of both the land and Ellen. L "’ A ’w
M .', 7"l’aul ‘11ké John in "A Field-—o~f_ ﬁi};;:," is trapped in th’e rol-‘ of ﬁh_‘“_
| - the stolid m.sle. He. returns to the comfort of his chores in the w .' , LS .
P § ‘.'-'the ‘ cavern-like obscurity" (p. _ 17) of the bam, again recall‘ing John, - "‘ L , :
g Q\ . :who expresses his grief not to his wife ‘but among his animals., Ross‘thusf b
};. | ‘. shifts the point of view to Paulf creating a natural three-part structure . o n
;ﬁ ."to ‘the. story based on a shifting,’ narrative pattem. _ The story is not : |
\ ; ""':.v_l‘struetured in terms of calm-storm-'calm to the extent that "A Field of
, .."'Wheat" is. : "The Lamp at Noon" moves from Ellen s point of view 4o the
; ' confrontation \of Paul and Ellen to Paul's point of view.. 'I'he storm :I.s : | .
b T
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' not limited to the middle aection of the story ‘as it ig’ in "A Field of

T aE

R .:_ L :' ':~,. {" S ST

L

L Wheat," but spreads ita inflnence over the whole atory. There ia, how—-- ‘

Ve

. section only to tragically aeparate them once’ more in the fina.l section.‘”ﬁ

e receptive to her point of view from his refuge in the bam.
S, -

ever, calm at t'he end:of "The Lamp at Noon" as at the conclusion to’ "A'
Field of Wheat " but thia serves an’ ironic, themal:ic purpose more than

......,_ . . . i}

a
4

‘ one oﬁrrative structure. The atorm in "The Lamp at thon" is quite S

realiatically a- different type of storm t: an that seen in "A Field of ‘

Wheat" 8o that it ia valid that the storm atmosphere be more pervasive .

- and internalized in "The I.anrp at Noon than in the former story.. Both o ."*‘»‘.

N\
storiea, however bring the central characters together in the middle .

. e

Rt

pE

In "A Fi\eld of Vheat," the membere of the family huddle together, .

"pinioned" by the haila-storm, but .are later separated in their g‘rief

In "The Lamp at Noon," Paul and Ellen come:: together, if only to argue,

but are later aeemingly irrevocably apart.

f : - [

ronically, Paul seems aympathetically closest to. Ellen and moTe :

o - And alwaya the - wind, the creak of walla, the’ wild 1ip]14ess

2 .-wailing ‘through ‘the "loft. Until at last,(as he stood the

© staring into.the. -1ivid face before ‘him, it seemed that thi
"'scream of wind was -a ery from her parched and« frantic lipsi—- |

e

PEE-TAN I
R

ANy
* ’:_:I‘A

.. ‘ \-':‘.

) He knew it couldn' t be »s '« but 8till t‘he ,wind pereiated as . *
. ‘;,.awomanscry. (p. 20) ‘ e

Thia paahage confirma the earlier suggeations that Ellen, as Well as the

. wind ie “demented.'_" Paul'a audden imaginative inaight into Ellen '

despairb-"She had no faith or dream with which to make the dust and ""::'. Al e

n< ' ‘ e \

35 pnazedrdvddn et
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poverty leas real"’ (p 20)-—-compela him to aurreptitiously reaasure - '__5': S

himself of her aafety ;Ln the houae. Just as Martha, in "A Field of

Wheat," apiea on her huaband ‘80 alao Paul watches his wife, ,"Careful,

“'.‘

deapite hia concern, not to reveal a fear or weakneas that she might

think capitulation ." .." (pp 20—21). ‘ Paul ie victimized by hia

- st . - PR . ' ' N - PERS o
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become twiated, ahameful

and represse .

¢

Lamp at Noon," love is pathetical

LN o

pathetic communion in grief betVeen husband and wife, the imege of Martha

12 s \ an intolerwe weakness in a hostile environment. S j" R
. A - N " ‘ 2t ! ! N A : ..‘ .
;_.;'% o In A Field of Wheat," the il-etorm createn the moment of . ,,'\,

Again, the dictates o-f the and over—ride humen concerna,'

y limited itz‘; expreasion perceived a8 f’

or at least distort them terribly[-In both "A Field of 'Wheet" end "The o

O secretly watching John weep. In "The Lamp at Noon,' specificelly in the -
‘f"é_ Lo pessage quoted above, Paul'e insight: into Ellen s despair is also gener-

LE o T B

T o ;',..‘:,g“u;.évdf s’bmehov\l_ by :the 'e":t '. '

.'q +

storm._ The wai]f‘ing wind is im/eginatively

A ot tranafomd intO a woman s cry’ 80 that agai/tl the link between the

. ) oo ‘

L S A >

SR el e L a'ﬁ‘&
. 000

. » ) external and intemal WOrlde :Ls emphaaizetl:l / and the opening paragraphs’.

* T \.1 2 of the story dre. clearly echoed' "'-fThe ator?ﬂ in "The Lamp at Noon" ie a

| ) less literal medium of communication than /ie/the atorm in "A Field of"
nT a Hheat ," which directly cauees events 1eading ‘to Marthas inaight i'nt;_.‘ ’

¢ b .lohn .e character.i There —is in "The I,amp at Noon" nn ineight imagina—~ .

Y

e U " i | of the wind. . "The Lemg at-Noon ie consistently mbre concerned than is‘

SRR "'A Pield of Wheat" with the intuitive, emotisnal and somewhat vague “

internal world of the psyche. This trend continuee ih} "The Painted

ST stage in "The Lamp at Noon" lese a physical barrier between Paul and

»

E f'-.;“;.”.ae RS
‘
.

i e

. ‘ Ellen than ‘an :Lmaginative medium of communicetion. It ie the wind which
e T y -

pushee Paul to hie understanding of. Ellen. an :lneight no more unifying

" "“and conciliatory than thet of Marthe in "A Field of Wheet." ’.‘., :‘}-". l‘

) When the storm enda and calm follows, as it doee in "A Field of

s

ST 1“'1 L

" Door," which also depicte paychological phenomena. 'l'he wind is at thie_-:l:'

:, < v - t, > v, T -
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':'-22) This external—i,nternal f/usion follows and expands upon the corh%'

- ."‘ - . as the parched wheat died. .

L
‘\

: by his recollection of Ellen s. "'Desert, you fool‘ "": : "' (p. 22)

: 'They [the fields] lay bleck naked Beaten and mounded smooth ’_
'with dust as 1fa ‘sea. in 'a gentle swall had~ turned to stone. !
S Suddenly like the’fields: he was ‘naked. ‘Everything’ that

]

y had sheathed him a. little from the. realities of .existence: & ?_‘ . K
" -vigion and purpose, faith in the’ land in the future, in. him- . :

.self--1it was 'all rent_ now, stripped away. ‘"Degert ;" he heard'
- her.voice begin to sob. ‘ "Desert, you fool——the lamp 1it at
'noon." (pp 21 22}

.l!o

For Paul as for John in "A Field of Wheat,"_ the’ 1an¢i'>’ is ‘an. article of

9.

faith “a religious power the destruction of which cauaes and signals .

internal defeat. g The external storm haa now wrought havoc on Psul'

psyche as on that of Ellen, for "like the fields he was naked" (pp e21-

A

S
pondence in "No Other Way" between »Hatty 8, blighted crops and her blighted

\ 0

marriage. More directly, the nakedness of John and the land' echoes this ,'

paasage from "A Field of Wheat" “She had loved John _— .‘while he died
4 .
tf

.

actets such as Paul and John upon its precarious physical existence
.,[ .

depend& their spiritual survivel.,; 'I‘he storm is, in its destructiveness, -

. . v
\ ,- e,

again a messenger of truth. Earlier it had comnmnicated to Paul some— S

thing of Ellen s panio, now, his land destroyed Paul is, in his despair,

ironically closest to, though separated from, Ellen. : This iq indicm:ed)

Al

b

recelling Ellen s words of ‘despair, Paul embrd‘ces her hopelessness. He }

~

has come full circle. he has been forced to give up,hie illusions, his

"faith in the land" (p 22). The storm has led him to this perception'

: -
.”’

the words he recalls, the symbolism of the lamp, indicate he responds

like Ellen to his environment, he has rea,h)ed a nadir. DA e e
. " ,..’,/ - el "\\ e

e e ) .
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Paul who had earlier found comfort in the lamp, is now mockedl-’f':;:" . '

‘e

'I'he land is en obsession for char-

—ere
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o T . h
’ by ‘its symbolic futility. It ia his changed perception of the lamp which ‘
i | o indicatea the internal change he hae experienr:ed The 1amp lit at noon:
| has been from‘the statt for Ellen, a eymbol of futility. Once an*object
] "'of hope for Paul, .1c becomea for him too a symbol of defeat.- Both ‘the’
,‘L‘ ) wind and the lamp are complex forcea in "The Lamp at Noon," for t'he wind
“3‘ ‘ - puehes Paul to the point of despair by destroying his land, and’ the 1amp, ‘
‘é ‘ ' in ita changing symboliam for -Paul, crystallizes and articulatea his '; a
TE o ‘.movement from hope to despair. Aa in the previous atoriea examined in \ . »
‘ 'this chapter in "The Lamp at Noon 4 a character 8. changing reepon.sea tol o \
e ‘ernal phenomena indicate his \internal deVelopment.A Paul reacts ‘ag " " 1 \S‘
,. di Ellen earlier to the lamp lft at noon, the bittcr words he invokee Lo

\\ S ; ."."aignal his moment of inaight, of defeat. . Together, the wind of the storm ‘ . ‘

| . ‘. .‘ .":and the la.mp significantly chart and influence the human developments in | ‘4

LT -.‘"""'The Lamp at Noon. The lamp and the ‘?Ind give the despair of 'Paul and , "1

"'}.;‘:' -Ellen a focus and a context. linking Paul and Ellen in peesimism, 1inking -

h "their internal plight to. the atormy external world. Because the wind
'.wand the lamp affect human de\zelopmente in ;Thel Lamp ,at Noon" and because

5 ,_-:-'f?._‘they themselves develop and chanie, serving various functiona, they are

complex aymbola 1o this story. The lamp, for example,‘ changee, for Paul

: from a aymbol of hope to a mockiqg reflection of hie own deepair. . It is
: . "\-'virtually an independent force :I.n "The Lamp at’ Noon. L e
§ \\ " / 'rhe climax of this atory ia the momﬁéleepair and defeat, aa S
3 , ‘ ::in "A Field of Hhea ',‘ In that story, the remm:ption of Martha 8 chores
}o : :"'v -"Eindicatee aom limited optimiem. 'In "'l'he Lamp at Noon",Paul alao resumes
.3 - ; :‘his chores ’ for ao rigidly ia he still bound to his role of farmer that -
” ' "'it had ‘ot - occurred to him yet that he might or. should abandon the land" '
R _ L ,~.(P",.2,2.). ‘ Roas doee not, however, permit even aome apark of hope in auch -
N D ; ’ §
" ' ’l'-‘,{ff’;:' : , o
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tenac.ity, for Ellen is later discovered deranged, ' crouched down against v B
" - ."a drift o.f sand as if for shelter . . the child clasped tightly in her '
. . - 4 ‘ C'-}
od' :“".

. «‘

4 not permitted the slightest hope, for he is left with only gui"t At :‘. e

a@? °“d °f the BCOTY’ ROBB cleverly \_Eresses Paul's emotions an depicts CRe

o r'\_i,nstead the beautiful, mocking caln thst follows the storm.f There is ol
i!ﬂPJ.icit :ln the final scene the sensegof external indifference & the 3 / L

- S human struggle, a atruggle characterized in “’l‘he Lam: at Noon" by waste

- and ruin rather than by courage and endurancé. The deaolation of ther~:..

words "'Desert, you fool—-the\lamp lit: ‘at’ noo?"_." (p.l 22) iB sinlply rein- =
. forced by the conclusion of the story. 'I'he real climax is Paul's insight. C
' A into despair' vhat ollows that is- a mocking and final deflatidn of his 0"
: lingering optimism. o ; . : .
. ) o Strusgle and conﬁlict\are‘ central to "The Lamp st Noon... 'I:here
is the external chaos of the storm th_ch mirrorfs and exacerbates human
o ,tensions. The relationship between the external and inlteirl 1 worlds is
. sustained a: ‘an —i:rtense level.-", "The Lamp dt Noo employ a markedly B
) denser psychological atmosphere than do "No Other Way" a8 g ) "A Field of
o Wheat - 'The essential state of mind of Ellen, the cbnjunction of oppres;. 3
sive atmosphere and internal panic. createa a detailed portrait of a e \
woman nnder atress. . There is conai-derable range in Ellen s moods, and a ‘

Ll £ WL Vi e PRI
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o and the lamp as complex uymhole. - "ﬁo Other Way" ia a naturgistic piede, . PR

"free of symbola._', "A Field gf Wheat" depicts the,yh:eat :Ltself as a k:fnd - ceTT
of religioua symbol.' 'Ihis pattern :Ls expanded in "The LanIp at Noon. ,,_\ \-.
el : . - N o Ty

artha a: symbol‘of hope . Th lamp, the ) is used to depict and' ¢ontraat ‘;1"

.:e\

Vo . :..'.‘ . l.\' .
.-__wagmm e m"\"""h“" Mmﬂr ,}‘Yﬁ‘ l'qg(.g»-«nr,:u

closer bcmd between E11en and her environment than t:herel is, for example, co t,,
§begween Martha and the land 1n "A Field of Wherat', ',' E‘llen ie ‘a. cheracter :
within an’ authentic, inflnential setting. It is :ln "The Lamp at Noon 1_ A
that Ross 8. charactere are seenoin cloeel sustained relationship tg their' | ;-'.
.'_environment. 'The Lamp at Noon,. more 'rthan the previous stories viewed ‘ ,, .
in. th:le chapter, examinesc the psychological tenaions of fax:m ulife’ the ";'r - ' .. .
| ?‘9““;;]‘-3 COBStf?ctions of various 'roles ‘and” the pervasive rather th y -j \’ : ’ T
eporadic lnfluence of landscape.‘oneln.an. :..." }' ' o ’ ' , ‘ , ac Lo L

R "The Lamp at Noon'c'\ 15 distinguiahed by the emex:gence of the storm :

<

r,

Agaip, the land ie a receptecle of f&;h, \but new sym‘bole are‘ 'aleo intro‘—-" ﬁ]

o

duced.v 'I'he lamp 15 Ifor one charaqter a aymbol of h0pe and for another a’ Lt

symbol of defeat. , 'l’he wheat 1n' "A I-‘ield of Wheat" 1s for both Jd‘hn and R ;

.

l’xcharactere. 'I‘he wind of the dust-etom dlso reveale charactere, by 3 e

¢ . . e L .
-,r- : «
e

exposing Paul and Ellen to both 1:ltera1 and metaphorical erosion.,< The

DU RN

LI BT
T P A

stormy wind ?l.n "'I.'he Lamp at Noon serves several roles. 3 It eeparatesw\' . “ 8
Paul and Ellen physically.’ Ellen peera out of the house while Paul '.i.s ' ,‘
hidden :ln the barn. . It :l.s. the im&ginative source of Paul's[ ns:lght* into ' “ B
Ellen .8 panic. It c;eetroya land, and therefore faith,“ thue revealing
fundamental truthe.. It mirrors human emotions, pro\folfee madnees and .‘ \. o R i "‘5
' contr;l.butee to the” death of Ellen s child. _ lt establiehes atmoephere . , AR
- and mood. ‘ Finally,' the ‘J:lnd and atorm prov:l.de a.‘narrative structure,‘.a: i
&atal).'st' for the hmnan tregedy. and.'a concrete embodimen’i?of comnic :l.ndif—

. ‘J‘ __.._\,‘

f’erence €0 man e e
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¢ E., A o There is a darkex/ vision of the "deepening ruin" (p. 13) of life ‘\%\ ..
E PR "'.presented in "The Lamp at Noon“ than in “No Other Way" and "A Field of » "
- E ‘;'Wheat.“‘ Physical destruction is at c.\nce the main’ subject of this atory, s
I: ‘ ; o and the metaphor for a fatalistic authorial vision. Ross 'does not permir,'* ;
L ‘Paul and Ellen the dignity of survival, their family u.nit 1is more shat- RPN
' L ‘tered than that of John and Ma/et’tra in "A Field of Wheat."~ Jl'here is no

.
. . . . v

I B EXRY
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RSO St el

',',acknow].edgement of any. benevolent spiritual forces.' The promise of calm a

PO

. B
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2

weather "may have some validity in "A Field of Wheat" but 14 "The Lamp at o

s
N e N 4 : »
. » : s

.Noon it: seems a cruel joke, for Paul is left as naked as his land and

{, . . ) .Ross givee no indication of any consolation for him. He ie 1eft w:l.th a
_{:{ PR legacy of- guilt, as is Ann in "Ihe Painted Dbor. ) In that etory, a: anow-:
f .storm is the catalyet for the human crisis. »There is a tragic element
‘ ?:’to ".'l'he Painted Door" because, like "Thé Lamp at Noon," it details the
) ’,_ death of’ love. as much as the death ‘of - man " If the B\Hirling landscape in -
o ' "The Lamp at Noon provokes human panic, that in "The Painted Door" is -
o '~',-' g "lthe perfect mirror for the internal death of hope and love.A Again, there,«i :
‘ o " ' L 'is a suateined 1ink between the external and :Lnternal Yorlds to deepen
P ,".c'the emotionel impact of the story. | __.“,( | ,- ‘ B o
i\ o N ’: ~' "The Paint;ed Door,-"a first’ published in 1939 like "The Lamp at
o i ~- :.-Noon ,'creates in an atmosphere of\ psychological tension a tale of death .

l"; e

. .;and destruction. The environmmtalzetorm in "'l'he Painted Door" s,

(-.

‘however). less the cause of human de th than an ironic context for suicide.

The snowstorm in "The Painted Door"', unlike the dust-storm dn "The Lamp

‘ ‘at Noon," does noq malevolently kill man dg much a8 indifferently permit

T PN Sy B S et it
i

(ga character to. choose his death. ‘I'he enow-atorm does however,reflect

e, and provoke certain human, internal developments, 80 thaﬁ it, ~like the
A ‘ J°, . -
£, ‘
i dust-storm in “"The Lamp at Noon" is. the fulfillment of a carefully crafted
d ) o .
.‘ . ‘..‘./,. - N ; .a‘_ . : .

) o - g o e




o T T e i
‘ ] g _\,0 /‘ iz =s e L . LT L A

' ;gl‘ (technique of presentation." "The Painted Door," like "The Lamp at’ Noon,"." }.&"'

' . is a tour de’ forte of - oppressive external atmoSphere dramatically.absorbed : ‘QE"
' by a erceiving consciOusneaa.‘ Instead of the shifting narrative pattern ' ‘i% T

. . - of "The Lamp at Noon," there is in "The Painted Door"na sustained account :%,

oo ji,;. 2700 of Ann the farm wife. Hhile her husband struggles offstage through the - l%_,

- | A 9t°;m t° return from his father 8 house, Ross concentrates on the strained '”éé

K

_ state of mind of Ann within her house. Although “The‘Painted Doof‘

YR 5 ¢

adopts a calm—storm—calm narrative structure similar to that cf "A Field.

R

IR

- of Wheat,“ it sustaina an oppressive atmosphere throughout.‘ The type of | - “x\ﬂ

o claustrophobic atmosphere emphasized in the first section of "The Lamp at"‘ o

- fNoon" is extended ina different setting, in "The Painted Door. v This':Z

prolonged internaiized tenaion is achieved by ‘an almost novelistic Illfi :" : ﬁ"

' manipulaﬁion of imagery.l In "The Painted Door," Sinclair Ross carefully T,; ?i

‘¥§ Ci ‘.' details the cold, wind and snow battering Ann' 8 house from without, in . .%%i

o - contrast to, the warmth and quiet within. The tension between cold and” -1':".';' . éﬁi
warmth works on several levels throughout "The Painted Door. . "~:f' - & :

s ' < -.I‘*““ "‘ M

The familiar element of marital conflict is introduced early in

i, the story, in a familiar setting. .3'h ' ,_" L PERRE j]’.:- R ‘\°~;;"'
ngézf '{"..::-E,. : She went to the window, and thawing a clear piece in the
o o e frost with her ‘breath,’ stood 1looking across the” snowswept L
farmyard to the huddle of stables’ and sheds. "There was a L
R ‘ double wheel around the moon last night," she countered pre-
ﬁ',‘ "o . sently. "You ‘sald yourself we, could expect a stérm. It ian't
ot % -: . right to leave me here alone. Surely I'm as. important as your ;.
e father " ‘ o \ . R
SRET T ‘-:" ' ' MR ' E
RS . Hatty Glenn is the first of. Ross 8 female characters to insist patheti—
. - ?'j‘“‘“- \f”. cally on her importance and her womanhood to- her: husband. Martha in "a i? ‘. f?;;j
. 14'” Z;“.\ Field of Wheat" resents her husband's obsession with the wheat and his . E
. ot 5Sinclair Roas, "The Painted Door," 1in his The.ngp at Noon.and - - .
; other Stories, -p. 99.4 E A e e

e
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. consequent neglect of her. Ellen in "The Lamp ‘at Noon" demands that Paul

consider her velfare, and that of their child. She, like Ann, pleads

’ simple man puzzled and confused by his wife 8 anger. For such men love “a o

';7." voice now, as - if the words were chilled by their contact with the frosted

" silence of the 1andscape, while realistic, also mirrors the failure of

Ann'smarriage. . .' P {' S oL e

.. self, latsr, to repress this tendency. Clearly., her sense of isolation
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without success not to be left alone during a' E'tormg":

Ry

All of these women )

are seen in conflict, struggling for recognition, for some. external sign " o vl

of love. Ann's. husband John is.‘like Paul in "The l‘.amp at Noon, a’
is expressed indirectly by devotion to the land by perserverance in the E
role of dogged provider. Ann, like Ellen, ;I.s within a shelter, protected

from,but slso caged‘ by the external storm. Both women gaze out at the.

chaos both women, are emotionally affected by that external chaos which

invades their psychesr In "The Painted Door" the uternal cold influ—

g
-

ences, or parallels, Ann's treatment of J‘ohn:" "It was a curiously cold l
. ; 'o . o .

e (p 99)' '.rhis is an early indication that the external chill and U o .

- v v

Ann is another( female character who internalizes the effect of“ o
. t o -
the external environment, perhaps because in-a storm she simbly has ]

*

‘ak

li.,tt,le -else to do. For this reason she creates various chores for her— .

", and emptiness is intensified by her imediate perceptions. ;

.. The sun was. risen _above ‘the frost nn.sts now, 80 keen and hard a

.glitter on the snow that instead of warmth its rays seemed-

shedding cold. . . . "She shivered, but 'did not -turn. In the
A clear, bitter light the long white miles of. prairie landsecape
. seemed- a region .alien. to life. Even the distant .farmsteads
' she could see served only. to intensify a sense of isolation. o

Scattered ’ across the face of 'so vast and bleak a wilderness it L S,
- was difficult to.conceive them ds a testimony of human haxrdd- - - . ' .

hood-and endurance. Rathér they seemed futile, lost, to'cower R S
,'before the inplacability of snow-swept earth a.nd clear pale P
'.sun-chilled sky. (p. 100) L o R I T

n
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‘ ) | 'Fo'r Ann, ‘the sun sheds cold' the lendscepe intensifies her sense of |
: " ‘isolation. 'I'he use of words such as "hsrd " "keen,';' "bitter," Mdistant” - X ",' “ \"-
"_-1".' 3 . 2 N - . and “sun—chilled" in the above passage provides a unique interpretation . -I
L \ 'éf what a less, despondent witness might describe as. a beautiful morning. . -
k : ’ ‘, Here, clesrply the landscape does not trigger, but mirrors and even inten— B
:’; . S 'sifies Ann 8" internal state.. Ann 8 personal alienation is sl;c‘h that she <
,% . ."seea in the "distant farmsteads e reflection of her internal mood. She . | ) \",
’i. reaponds to, this external reslity not: ‘a8 to a symbol of hope, of human R
é . endurance, but as to-a sy‘mbol of human insignificance. When she tums -
gf: | .from the window, there is 'a. brooding stillness in her face ‘as if she 3 ’/
; !. ' "'had recognized the mastery of snow snd cold" (p 100) The landscape A
) ":' | ) -jhere makes a themstic ststemsnt/of humsn futility in the face of the- ' b' -
mastery of.’the elements. It reflects Ann's despair snd also makes a

: ‘ more universal statement on the futile human struggle, the fu ctions of - :

N ;o \h ﬂlandscape here are - both specific and genersl. IR L ':~'_, , ' ‘
’ mastery of snow and cold. Her efforts to resist: the penet at:l.ng cold. ." %
:J . . " are. literally credible. nnd are, further, a metaphor for her inner con- %
) o flict between submission snd rebellion. They sre alsb emblematic of ."e..- 5
".: ° : general concept of life s a struggle. With John' s deps*ure. : 's'* | ‘ o i
: - ,‘.’“‘ .:]stru’ggles begin in earnest. Ross concentrs_,gsvbn the beseiged ‘stmosphere '.
g. within the house,'and on Ann's activities, all designed "to kee’p her’ hsnds J '
i: . ..‘ ‘ occupied, ._. . to stave off . the gsthering cold and loneliness" (p. 102). . _
;««L o All of her activities, then, .are gea.red to resisting the ' encrosching. | :f ) .," r .
:‘f e : . '-.chill" | (p. 101). This chill is both that of the literal external storm, S
‘“' ’:', snd of the emptiness within Ann. It is both an’ external and internal i .
3 o chil”l it is both the literal "cold" snd the sbstract "loneliness" whic.h . ,I-' L
o . N Y . i o

v 2 " e, L,
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' ; Ann-re'siéts; ¥ She, 1ike Ellen in "The Lamp at’ Noon," struggles to control .
. / : ,:herself by escaping into simple chores:‘ ity paint the kitchen wood- ;
— .:work. i I 11 be too busy to find the day 1ong'" . (p. 101) As Keath .
~Fraser notea in. his essay "Futility ‘at the Pump The Short Stories of

i

- Sinclair Ross Al "Ann's movements become measured and defined like the B

clock that begins. to tick, oblivious of the surrounding snow and
\

; silence.'“6 There is thu.s .a tension generated by Ann's measured pacing

P BRE R Y e

?

AU : within the house, as well as that created by the storm. Ann struggles . ', . /-" "

g
v
-3
-
~

,'to make herself like the clock. oblivious ‘of the storms within and . 7
"1_ ,‘b“ ‘ . V K . . L ., v : I.".).. N .
. outside the house. . Lo S CEE ‘.\. R \\Z RS
/ v M

Ann 8 internal conflict rests on the nature of her life with John.-}

B
) m".""’.:"‘ﬂ”"i;:

snd also on John' '8 essential nature. g She articulates the recurring -
Y

. [} N T . - PO

I AR concept of life as a[struggle.

s

e . . PP . -

-Year after year their lives went: on in the * same little grooye. e
He drove his horses in the, field, she milked the cows and hoed .
.potatoes. By dent of his drudgery-he saved a few months'. =~
. ‘Wages, added a few dollars more each.fall ‘tg his payments on .~ . . R
- the mort ‘but the only real.difference. it made was to ' P C e
VA deprive her of his, companionship, to make him a lfttle duller, - B
‘ 'older, uglier than he ‘might otherwise have’ been. (p. 103) SO o

, Again Ross describes the apparently uéavoidable, ironic predicament of R
‘the farmer and hia wife of necessity drswn apart by their rigorous chores.
Again t:he life of st:ruggle is endless[ going-—on, cyclical, "Year after T

. ,year . . _." To complicate matters, John' is hopelessly naive, _unsuspecting i

R AP PR

"it [Ann's loveJ might ever ‘be less >bnstant than his own" (p 100)

dumiene L ame
=04

';John 8 1ove)for Ann is a kind of obsession' "To him it was not what he . o

R o Lo actually accomplished by means’ of the sacrifice that mattered, but the

e

"sacrifice itself, the geature—-—something done for her’ sake" (pp. 103—104)

ST : The redult is that "his very devotion S forbade her to rebel" (p 104)
- .'; - ’ . ) A * : T e \ \ ' coT .
- P . 6l{eath Fraser, "Futility at the Pump The Short Stories of
SN Lo .',Sinclair Ross," Queen 8. Quarterly, LXXVII, No. .1 (Sprin,g 1970), 78. .
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I S S _Ann is, 1ike Hstty Glenn and Martha, torn between submissiven/ess and ~4
o I*‘ - ‘- oo -' [ / SRR 9‘1
o rebelliousness. John 8 essential nature is fixed by Ross to the concept N : ',3?.'%
. . . R~
w ?' . - _' = of the sacrificisl gesture., This det&il will, in retrospe t, be critica‘l R f'
R RV ‘ to an understanding of "The- Painted Door;", it will illuminate John‘s very ?s
~ T . . V! .-,:jg
; , . : ' essence : ju‘st as th 1amp and the wind in "The Lamp at Noo‘n" revesl B
- ’ . :Paul's essential ns?:\o ' ' ' ‘v ’ | . “l
g . As a background to Ann 8 inner struggle, koss details the ime-'-.:~ - "
Y .o . '! . i
RN L Lok
e diate atmosphere in the house, and the intimations of the gathering storm o : g
'} . outside. ] S : N i o ) 3
% e 1 It vas . getting cold agsin, and she left her ps.'lnting to B e
s put in more wood. But this time the warmth spresd slowly. ' . y
She pushed a mat up to“the outside door, and went back to the ' ':'
vindow to pat down the woolén shirt that was wadded along the g
8ill. . Then she paced a few times round the room, -then poked L Sl
" the fire and rattled the 8tove 1lids, then paced again. . The " I . \J
: , fife crackled, the clock ticked.. The silence now.seemed more L iy
. . .+ . .inotense than ever, seemed to have reached a pitch where it - | 3;1
3 . " faintly moaned. She began to _pace on tiptoe, listening, hexr - S ";5
‘shoulders drawn together, not realising for a ‘'while that it el *'x
‘was ‘the wind she. heard, thin—strained snd w'himpering through L T YRR ' 4
,,the eaves. (p. 105) . o . P C T 5
S Ann resists the penetrating cold, just as El.len resists the sand seepingi < ¢
' 1nto her house, both women are oppressed by the exterual physical forces o l';
'.which invade the human shelter. Ann. who earlier saw the "distant farm-.'.'. L '-1
. steads" as a symbol ot of human endurance but of the "implacability" of ‘ TR
the elements is in the above passage struggling to maintain her home as‘ l
- a humsn shelter. to resist the invasion of the impersonal extemal worldi,.- :
: _ ‘and to assert human realities and values. 'l.‘his motif of ‘the houae is h S _
- o a
v g significant in "The Ps:lnted Door." It oceurs at the beginning of the
"_ story. agaiu in the passage quoted above, and at the enci of the story .
: A'where it signals a shift in Ann's outlook. In each case, it expresses
o B the theme of man in a hostile en"rironment struggling to assert higasigni—
[ , .. . .
K \\ ‘,J RN T . i . e
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L ficance. The psssage quoted above slso employs the tension of oppositea,
Cl '\ ; o of cold. and wsrmth snd the tension of the silence at. the very eye. of

S 'the storm, 8 tension accentuated by bhe sentence "The fire crsckled the -

clock ticked" (p. 105) which is repeated throughout the story as an

R =indication of the strained silence within the house. There is, then,

s, e S
RS N

&

~the tension of cold ‘and warmth, externally and internally, literally and

f ‘metaphorically. 'I‘here is the tension of boredom, ‘of Lhe dull, repetitive

é;f sounds within the house.‘~ There is also the tension between this intemsl .

}% A. . silence and the external "whimpering" wind. : s o o B
," . . | ‘ As does the dust-storm in "lhe Lamp at Noon,@\ the worsening snow-‘:'.< ‘ }‘ “
) _storm in "The Painted Door" creates a’ sensé, gf clsustrophob‘ia in the a- "

5 :csged femsle protsgonist' "In the distance .sky snd-“p“:rsirie now were
. ey v , 5
' .merged into one another linelessly All round her i".t was gathering,“‘ -: . {1

already in its press _— ' (p. 106) This fusion of 1snd and sk.y, |

_pressing in on msr) is seen in "A Field of Wheat where "_the l_andsespe

v

" . I seemed slipping down the neck of & funnel. 7 -It'is a]}‘so‘ seen “in "The
;.Lsmp at’ Noon," in the dust—storfn "obscuring fields snd landmarks.. .' R L

In each caae, the purpose is to emphasize the sense of humsn imprisonment

VI

in such an environment the externsl reslity quit‘e understandably influ~ <

& T
e, . N L * N )
.;rwé__:ri - PRI e ;.".“ : A,. ot

'ences ‘man's behaviour in these situa@ons. If Ellen 8 psychic axis in . @ N
] : :
"The Lamp - at Noo is from the lamp to the window, Ann's frame of. refer- '

"'ence 1is from the stove to the window, from wsrmth to cold, as’ she no

' strusgles with her pressing environment‘ L S I C
) o . ’ 1 . -

She turned to the stove, holding out her hsnds to the o
wsrmth.‘ Around her now there seemed a- constant sway snd o

' »ZSincldir ROss, MA ‘Field of Whe.at,"'.‘p'.v"‘ 7. .0 _‘_.

| - Bginclatr Ross;. "The Lsmp”at- Noom," p. 13. - - . BRI ‘ "' -

. ' ::i - \ L b
-3 '

'-. Lo . . ‘.' N . ‘ N -t ' R N i K .. .. L.
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!'_’ . AA " N N . . - - N v N '. .' ) ' - LN h
S -tremor, as if the ‘alt were vibrating with the shudderingtof .
mTE e © . "the walls. . . . - She stared towards the window again, then -
TR 7 .. detecting the worbid trend of her thoughts prepared freah
K o 7. coffee. . (p 107) S o

o . . »:. \

‘ ‘I'his vacillation from the stove to thew‘rindow, and the retreat into -

S v-‘ B LI

physical activity as a kind of anaesthetic, accompanies Ann 8" inner ;

Mo Pk 2

' struggle, her fear of the storm, and her concern for John pitted against

. her resentment: of\ him are integrated into the accounts of her external

s .
e e

activities. Ann's measured pacing continues throughout "The Painted

Door," but it comes to express a new sort of tension. o
) o

TN,
i

e
o I . Tt
L TR ?W&:{\a;‘_"'am«m Amyags

Hoving from her stove, Ann ventures out, like Ellen in "The Lamp
' : )

N

e

’ R e -her extinction (p. 108) ' This reinfOrces her earlier recognition of

' ..of Ann B neighbour Steven, who is to keep her company until John returns..

L R :Steven, like the storm, is impersonal implacable and masterful. His
2oL L presence creates a sexual. tension in Ann, for Steven d.s the’ opposite 'of

"° o o John, he is youthful, gay and attractive. He provides the perfect oppor—

%

b '. ' tunity for Ann to rebel. Her eventual s‘eduction by Steven is her act of
.. ‘._. , .‘ : 'rebellion against her ‘1ife, similar to, but more extreme than, Hatty 8.
H o iy decision to. reject/he\r chores and’ go to town in "No Other Way. Steven

ia symbolically, but not personally. important to Ann. The lamp which

) ‘ e she 11ights just before his arriva]: flickers out after the' seduction,

- AR 'JSteven, but Ann 8 relationship with him that is significant in F'The
o Painted Door'."\ 'I’he essenti,sl drama is that of Ann and the offstage -
. ‘- o . . v N . K : )

’ : . presence of John. . :

;\at N,oon'," into the atorm, only to realfze her ovn puniness' "It wag as 1f .

.the storm had discovered her, as’ if all its forces vere. -concentrated upon‘ ‘ )

.- .. e the mastery of snow and cold" (p. ’100) It also anticipates the arrival

"\ o R establishing apeci,fic limits to Steven 8’ role in this story. It - is not T

. . -
, . .
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. . ) Ann 8 movements from ‘the stove to the window continue, but with ) ¥
i o sexual connotations. "She rose to build up the fire again and he folloWed :

her. For a Iong time they stood close to the stove, their arms almost: N

% L touching“ (p. 112) They are drawn to the warmth of the fire, and of e

, . . human contact, something which, preaumably, Ann feels ia denied to her
r . Lo , .

: in her marriage. Although Steven is linked to sexual warmth Ross ) .."‘ :

fetue B ma s

to Steven 8 intemal role. He is linked

.f,-". - -creates a further eite/a

'to the pressing stom' "It waa less Steven himself that she felt than
his inevitability Just as she had felt the snow, the silence and th\e .
. :‘storuf' (p 111) Steven is, then, merely another external force impinging ;

/ - 3 . /.

~.on Ann and separating her :from John. Her attempts to. resist the pene-—

.trating cold are as futile as. her reaistance of SteVen, ."the same as a. g I ‘
. few hours ago when \she braced this door against the ‘storm" (p. 113) The

| -‘.'_'chi'll' in Ann B heart, her disenchantment with John, is 'linked to’ two ' - -

'separate external phenomena. the penetrating cold of the enow-storm, and

'the inevitable pre’;:nce of the cold impersonal Steven. ' c C ". A ,

!

Steven is a cold, external ‘force. of sexualit;’y{ not love.'. ‘He acts .”' T . )

’

- . _‘on her a8 does the storm' when she ends her resistance to him, NIt was

LI S U PO

as if the storm ‘had lulled as if she had suddenly found. calm and. shelter" '
: .1 (pp. 113—114) The human shelter which Ann has been struggling to defend

. .from the cold is aeemingly found in sexual contact. which is some sort

7,

s

of human affirmation in the face of the :meersonal un.iverse. Ann'

. ;‘

. 'painting, her pscing and her wadding the cracks to repulse the cold have

O
b

all been metaphorical attempts to asaert man 8 presence in a hostile .

et sler

: _-environment.,- 'I‘he house mu.st be made 8 human shelter. Ann's adultery :ls

s .a complex ev‘ent. it 16, an act of rebellion. It 4s.an act of submission, VR -

&7

to. some overwhelming external force of sexuality It is. also a feeble S

ES

P - SR R A
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assert:lon of humanity, a search for "shelter and identity :Ln an :meer— .
sonal environment. Because i.t is not: ,an act of love, Ann 8 pioneer—like’_,""l' o .
attempts t:o assert a humsn presence fail' PR . N S R e

: Earlier in t:he evening, with the la!np 1it and t:he fire crack— e L '
.ling, the house had- seeied a stand .against the wildemess, a W :
refuge of feeble 'walle ‘wherein persisted the elements of human

' meaning and survival. Now, : the cold, creaking darkness, it

~ was. strsngely extinct: loote by r.he st:orm and abandoned agsin.

'l‘he seduccion has not affirmed human survival, for ic, was. itaelf a cold,,

'. s impersonal non-human force, like the external storm. The house, the

symbol of "human meaning," is absndoned, love and warmth having been o

. - . sacrificed to impersonal sexuality..' Ann’ is no less "1ooted" 'and "aban— : “ :
doned"' tha.n the house, but she ‘has"a valuable insight into her love for
{thn' "With him lay all t:he future. . For )I,:onigh.t“." . she yould; t;ry- [:o
make amends" (p 118) R o . SR ,I: ':' '.';-‘ : L "_' SRR ‘

‘ . Martha N concern for Jc:hn, ‘in "A Field of Wheat, does not over-—: : . “
..come. her isolst:ion from him._ Psul's sudden :Lns:l.ght into Ellen 8- despair, '

in "The Lsmp st Noon,"' is not enough to save her and their baby. . -Siﬂti?'f‘ ‘: T L

' larly, Ann s resolution comes too late. In a passage similar to that in :'.g_

which Paul hears Ellen s cries embodied in the shrieking wind in "'I‘he
Lamp at: Noon," Ann haa a dream—vision induced by the flickering shadows T’
‘ of r.he fire' L ' " . S S | Lo . , :

B "_.There was one great shs&ow that struggled towards her thresl:— ’ R
e ©- 0 "endngly, massive- and, black and- ‘'engulfing all the room. --Again. . A d
and again it advanced,. about to spring, but ‘each time a’ little: - . - ¢
T %" ... whip of light subdued it to its place among the: othera ‘on the o L
oo {.e. .., wall. Yet though it. never reached her still she cowered, : ’ L N
L B P feeling that gathered ‘there was all the frozen wilderness, its ‘ e L
heart: of terror and invincibibfty (pp. 114—-115) ' SR R B

. .' B “In this fusion of internal and external vorlds Ross foreshadows the end, T

L

of "The Painted Door. i The looming shadowa are lirerally t:he shadows of ,

e . e
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the fire. They are, imaginatively, Ann 8. vision of John struggling and -

. N advancing through the storm to her, as he has promised.‘ They alao

: ‘ suggest the shadowy morals and motives E tan4g1eh of fears, desire and
. “ . guilt that Ann must live with because of\ her adultery. There is xa .
‘ prophetic. quality ‘to Atm's drea.m, juet ‘as’ there is to the "demented" wind:‘
in "The Lamp at Noon. The "frozen wilderness is revealed to be in ‘man -'.,‘ R
as well a.s in h:l.s environment.. ’ :- {_: ':;-.:.;' . o _
: -l‘-; ; " With the cyclical and ironic return of calm after the storm; . '...":
';,?; human destruction is re;realed. - In a dramatic gesture of his love, John. :. .
| had returned, as promieed, to Ann through the etom. Having diacovered
;‘- ) the lovers, he staged what appears to be\ his accidental death in the
: EREET storm. Ann s diecovery of the smear of fresh paiht on John e ha)nd tregi- ‘
f cally confirms her dream—vision, and betrays John 5. eecretive, sadr:l.fi— ,‘ e ;4;
: cial and posaibly, despairing suicide. The white, Bnow—like, paint: that .-" s ‘r
be.traye John s eecret symbolizes the whole complex ntocess of betrayal ) \
3 . i and incommunicative love in""I'he Painted Door. Ironically,,,_éohn! in I
S ) . returning to- and in aacrificing himself for Ann, confims hie love fo'::«J “;:'_ ' “
v her. ' Ann too has previously realized her love for John, but for both of ‘
- T ',~' ;lf" ; .‘ ; them this affirmation of love 'comes to’o late and diee in isolation. ﬂ As '. ; : '!:' ‘
: o , ' ) .". .:\ :Ln "A Field of .Wheat! and "The Lamp atr Noon,'f Rosa concludes f'The Painted ; f‘:“' SR
2 RN Dooz" with a powerful ‘scene expressing the pathoa oE repreasedjlove._ The “
; . ° final\picture of Ann e diaco;ery of John. frozen and r:lg'id emphas:tzea ’ ‘
Ak the tragedy of human :Leolation._ It cryatall:lzes, as Margaret Lam:ence
5:: | notes :I.n her "Introduction to The Lm at Noon nnd Other Sto:riea . .
"i "'I proceas of emotionally freezing to death\ﬁvhichJ was begun lcmg before "9 g
! , 9Hargaret Laurence, "Introduction" to The Lm at Noon and Othe
& Stories, P Il. SN ‘,_ : . S ;_;.. '
N o - W A ;
s ! ' . o
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o ' | 127 o 0 g
't"'.'; '.': v The climax of thia story fuses the recurring external and ip,ternal images ‘r"'

7 o : into a. symbol of death isolation and emptiness. 'l‘he "frozen vildemess"

5 is the world around Johu and Ann, it ia also within John, in his death, .
“F d within Ann, in he{ sense of guilt and desolation. 'I'he paint, part ‘
: - '
: C ‘ \ - . g
: of Ann'e earlier attem;pt to civilize and humanize her shelter, becomea,
: finally, a symbol of death destruction and the inhuman external world.
. . . e . : L !
IR It, like the lamp in "The Lamp at Noon," is an’ organic symbol. g
' : . The cold, ernptiness and 1onelinesa which Ann has struggled to
Jfesist. on. several leVels is master. . The cold of the starm desolatea and IR
ks 1oots the house, destroying the human, warming influence of Ann. The‘
N o
' impersonal sexuality of the cool Steven loots and deeolates the love of i 3t
_;- Ann and John, leading John to seek the external fulfilment of hie imternal ) :
R . ot T .
'-‘ stonelike hqpelessness (p. 115) In Ann 8 implicit guilt and hopelesa-- S L
ness there is. a further triumph of eold and emptinesa, a further aasault g % :
A on h\.nnan meaning end & end, in defeat, to her intemal struggle. The iy
complex, tragic irony of the role of environment ia detailed by John Moaa B
) in his book Patterns of ’Isolation in En&lish Canadian Fiction. ‘ |
'l'he winter lan’dscape fulfils Ann 8 expectationa of ic,: reproach-

' N ' ing her by its possession of her husband's body, both metaphor- .

R ically, ~ag' he ‘is the’ looming shadow, and literally, -as he- . i

W " gtands frozen rigid against the fence. The, .frozen prairie algo i . ; .

- AT "satisfiea John's stolid expectations, offering . : . the medium RN
i " - - | .. | for the expiation of his dogged fidelity. -Only nature is con- oy
£§ .- -.-% .  stat, giving hin without compromise: the death he asks of it. e
t . . " The prairie stoim provides . . ..an’ apgropriately dynamic con-. -, . o
¥ Ty T ] ‘text which dominates their livea ‘. . . . SR
Lo AR T'ne final acene of "'l'he Painted Door.“ 1ike those of “The Lamp at Noon . ;
R el 3 -

i I end "A Field of Wheat," illuminates the essential, elemental qualities ,
- of lives. John is, to, the end 1oya1 a.nd "atolid‘ " defining himself by Tt T
S " 10John G.% Pattems of Isolatidn in Enilish Canadian Fictiou
o _j-_',. ('l‘orontb. HcClellan d Stewart. 1974), P 114. L o, ;
e . <, . L B ., . , i) ‘ - ‘ |
:ﬁ : - ’ ‘ \ - NEER .
e T ok > * 1 ™ RO ” = -'-"""1;:17?. :‘::"" ‘e:‘. _—v.',-?x_.';'\a: s r.'.:sﬂl'l‘p ﬁ'\_l‘.,.- "



ot
P
BN c

. . W o - . . . v 5. N ¢ e - Ve Y
. L . s . . C : o S : N B BT for e ‘- . ; :
e e 4 a0 vt < e PO ST A e s ey — - A ow it e SN " faaln waar sl \’]‘""e!\’: u"-’#".w.?v: oA NN
A . . B . e i . . . \ . X

-
‘e .
”

RS ;.‘., , s .' . - . . 4 ..'-L..
AN R . . . . .

“l". '. .. t ‘ , .‘ L ",:_, R - o ,.‘- ) ‘4 ., ) ’128:. .

-

v

hia gesture of sacrifice. Ann is, presumably, left with a burden of ) .
g&.lt for the rest of her life. 'Her future is defined by her discovery

of the smeared paint, for tha.t is the moment of discovery she will re- L

‘e i

live. EssentiaI elemental human conditions are revealed by the erosive T

i

. : calamity of John and Ann 8 experience. The single incidem: of betrayal, o 5

L ,- i . 1ike the s'torms in "A Field of Wheat" and "'l'he I.amp at Noon,“, concen- :

i N L o . P e

i o ’ " ‘ trates the vicissituﬁeﬁs‘ of a life-time into one revealing‘ incident, ,one ‘ ‘ . ‘
: | . moment which crysta,lliz‘es the essences of characters. In aceommodat‘ing ' _ | _

- hunan expectations and giving them concrete form, hthe landscape in "'l'he \

o ,f-_v‘ . Painted Door externally mirrors the intemal humsn plight. John s "death 3

’ . | ;nirrors his internal emptiness » the death of purpose and hope in hie )

r R ‘ life. John s internal sense of despsir and his enduring' 1oyalty to Ann SRR :

.-_‘;17‘7.5; are »togethet given rramatic innnediaey in the form of his death. :'j-x"j'| o :.'i, o

A P
'l'he celm-storm—calm cycle. together with several image pntterna s . . '. _,.:}
N :, o expresses the isolation snd futility of the human struggle. _:'There sre, "

o o, .‘ for example, the references to the "doub e wheel" .around the moon at the\ e !

>, ': . beginning and end of the otory which cre te a cycl.ic pettern. Hore , " t

- RN pointed than this are the eight variatio 8 on’ "The fire Creckled and the IR ;

A [ clock t:icked" (p. 102) which, iW to the brooding external - ﬁ
oo silence and the faint wind create\a furth\r source of tension in Ann f
o ) With the conclusion of the story, hawever,‘ and the final reference to -
‘ L Z.‘v.,'- . \‘~ - 5’ . J

the "idiot content" (p. 118) of the ticking clock, Rosa infuses this ‘ T

P T e e i

N nmtif w:l.th a new, thematic rather than technical func:t:ion.~ Instead of ‘ ;
) l . the lamp lit at noon as ‘an- external symbol of human futility, there[is /v' ' {
- .. < " B / . ' ‘ Cy, S0

in "The Painted Door" the clock which ticks heedless of the human trs—- '

~ , 4 ve e Saae H v

- ARG,

\
.

4 l

ol
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hedy and therefore in. "idiot eontent.",‘ It conplements the indifferent

2 o ‘ : / prairie landscape. but also gives ths.t 1andscape the necessary hmnnn R S ,
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focua and relevance in a concrete image. It gives the indifference of

a diffuae, dynamic environment a concise, easily recOgnizable and humanly

: relevant symbol. Juet as Ellen in "The Lamp at Noon marshalls her

emotions into one bitter articulation of the futility symbolized by 8

ﬂ

lamp e at noon, 80. too in "The Painted Door a c'onciee reference to
the "idiot conteut" of the ticking clock pointsvdramatically to the
indifference of the external( viorld to’ the internal, human predicament.‘. ' ‘ ‘

The various contrasts of exposure and Bhelter, sound °and si]:ence,.' -

| hopeleseness a.nd [i’urpoee, sexuality and 'love and G’eath and life are

Co subsumed in the esaenbial tensipn of cold and warmth, auatained throughout

.l\'v, '

the story and culminating in ‘the final diacovery of Jghnlby Ann.@ 'l'he

‘ conclusion unites the image pattems .into a powerful evo ation of nany

e ‘

emotions.' Ann e discovery of John 8 sacrifice epeaks of enduring love N _

L
4 ey

tragically repreased and ‘hetr.ayed of a legacy of guilt and' self-lacer— “ ’ : jaf
- atiOn, of persietent lonelinesa and emptiness in an unpre;dfctable Wor:ld.k.‘ : o
'rhe story is not only a stunning creation 'of atmosphere; it is ‘a eympa-: U v
thetic portrait of hmnan fra.ilty. It ie Rosa g most orchestrated story. '."lrl_:

poetic in ita rich and disciplined imegery which builds to a auggestive, R + ;

. T,

symbolic climax "The Painted Door,'|' with its great' human insight"and - E
' compaseion and its flawless maetery of’ the extemal and internal worlds ,ﬁ:;v R
l:epreaents Rosa s fineet: vision of the adult reality. It is therefore .’

not surprising that "Not by Rain Alone," the next story to be examined, R

suff.ere from comparison to “The Painted Door."vl "Not by Rain Alone" does »

] ‘
.0 '

" however. demonstrete ‘the neture of Sinclair Roe(} artistic developmeng:.

- ~

. a development which is primarily technit:al and only secondarily thematine."

Part II of "Not by Raim Alone,"' "September Snow, 'A originally publiehed _.:‘-:;.f3 T EAT

SRR eeveral yeare before “The Painted Doo‘r," depic‘ta a winter landecepe with e
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3 markedly less technical sophisticatinn ‘than does "Tne Painted Door." P Dy
3 Consequently, its theme\s are 1ess fully realized than ‘are thoae of "The boe

I BT Painted Door. e '_.‘.

. "'Not by Rain Alone" is the title of a two-part story first pub- '

e lished as such in 1968 in The Lang: at Noon and Other Stories.\ The first & ' B

™, . . o oaw

. : 2

o e

S , . part, originally publiahed in 1941 as "Not by c}min Alone," ia now entitled - - ]
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" "S 2 Thunder. . "September Snow,'f the second part, was published under k REN ;g

\that tit e in 1935. .‘ By rearranging and° comhining these stories, Sinclair - M

: Ross again examines the human strnggle in relation to the rhythms of the
- msteriel world. In "No Other Way." there is the pattern of Hatty 8 . K
B A chores. In "A Field of Wheat,". there is the nattern of calm—atorm—caIn R ,»

as. well as: that of Martha 8 chores. In "Not by Rain Alone,"‘ there are, -‘A » /
e '7 ':? the additional ironic cycles o'f generations and seasona. "'The struggles

"

. " N
Vo it
sroveal Vigga e Tt

i of one generation anticipate those of the next, and the BNIOV - storms of,, -
winter follow the drought of sumer.‘ Conditions do not improve from one. h
i age to the next or from one season to 'the next. The prophetic iear of : ’
. A . Hartha in "A Field of Wheat," Ellen in "The Lamp at Noon" and Ann in "The g i
‘ Painted Door" i,a of endless years‘of going on' trithout any hope of : | ‘ ;

L SR 0 "_' improvement. This Eear is realized in "Not by Rain Alone "o /\ R
A -‘ 'A{'.: o, ) "‘ -

T '. - l, "Sumer Thunder" 1s 1itt1e more than a study of atmosphere,

a

-
4o
Sl

LY

v e .
A

experienced by Will a young farmer.‘ His life is grim' 1ike John in A. ';}

te

ot
L2

.4
8

Field of Wheat," he has invested his whole future in his dying crop of e

N
A
9

S N

¥ L wheat. , His internal dreams ‘however, find \little encouragement in the iy .‘ J ",'_ : ‘.""."... ,
' - external world.';l L R .' K RN B g o e

, e
The dry spell now, had lasted sixteen daye.,. Anxiously Will i SN
kept count.: Sometimes in’ the evening ‘there were. thunder N IP U
LA clouds ‘banked 'steep, along t:he west, but always they g]).lammered MU o ; N
. With sunmer lishtnins for a while. then’ drifted south and B R &
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- as destructive as any stoxm and th op\ressively grubby details of

w' "brassy," "piti}ess and "hushed" suggests that Will i ssaulted by his <« . sf% o

envitonment. Like the prairie women caged by external storms, Will

: Paul is stripped aaynaked as his land. There is’ again in "Not'by Rain-'ﬂb
:F'proximity to and dependance on the land., _5 i r;

'“the fictional prairie\ women seen :I.n this chapter, he is torn between ‘the "' ,

" his squalid little lo‘ e‘L 3 'I’here is the exte al reality of the drought,
s 3“ MRS

. sense. of hopelessness. The word—choice. in theo auve passage,-of "still i "
. intemalizes his immediate environment: "he had 1ived with it now ‘80 many
" slowly sear (p. 52) ' Will seats with his’ land, just :I.n "A Field of

-

'_Alone t:he close relationslaip, the “pitted sympathy" between man and oL

[

Al D . . . .. i v
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.f, Y : - . .
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disappeared.\ The days were still, brassy, pitiless. swift .

(=)
i
- ) - S LA i .
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".‘3!"‘.’1&& FEckt T HORERIRGR. it b PYRARN

" little whirlwinds scoured across ‘the fields; in their wake ,
there closed a heushed oppressive innnobility 11 : .
"S”uﬂzmer Thunder" is chatacterized by this atmosphere of/"' oppressive 0 Y
immobility“ throughout, t is. evident in both WiLl“s esty movements and ’:ﬁ
“w e 0 TEETE - ¥

Will's life. Lit@le,w/ der, then, that he struggles against an inner T

’ 4

weeks in a kind of pitted sympathy, sensitive to every change in win(l/-"-\

and sky, that Y it was’ as if he himself could feel the whole field . \

)

- &::-.‘.‘?‘z R h

<

&
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e

Wheat," John dies with .the death, of his wheat and in "The Lamp at Noon" ;-

AP

o A o
Wkt

.'landscape, internal and external worlds. credible because of the human

v..

.\
<

s s B

Will like the prairie women, lives an isolated and caged exis- i

u‘-lten'ce. LIt is btoken only by occasional visits to Eleanor in tovm\.\ Like‘
A’\

‘Q < \

\

e T -

urge to rebel and the hied to, submit' "his eyes werxe quick with-a kind

teach, the acceptance and be ief—-here it was, still in conflict with the j
' llSinclair: Ross, “Not by Rain Alone," in ‘his The Lanm at Noon g
and Other Stories, P 52. L . o e T
» " 1 9 ) ] ' #‘
S ‘ 5 .
P oty - A . T DL ’-f;‘. F Y = -g,‘wr&\“,,‘.‘:ﬁ_d



impetuousness of youth" (pp.. 52-—53) The "seasons," /the recurring
' .. vicissitudes of life, do perhaps teach Will' "submissive quiet" in

"September Snow,',‘ but: in "Stmmer Thunder he is torn by "a sense of
<

futility Ehat h'__l_uth could not accept, that yet seemed sprung from a

'é . . &.
' ‘ lot he knew inevitable" (p. 59) He resents the . drought, yet he: must

L accept it. John in "A Field of Wheat" is obsessed with the wheat that
S P v

will sustain his family economically, Paul in "The Lamp at Noon" has a

- e blind belief in his land Will in "Summer Thunder also believes in his

4

-n . . ) f‘ :
S marry him, give her the things that she deserved" (p. 53), The proto-

typical insrticulate farmer,, he resembles Jo?j in. "The Painted Door

-]
)

. "Struggle, sacrifice——that Was what he wanted now, some. way to. prove

v
~L e

land and awaits the end to the drought "sa that he might ask Eleanor to

- . B ' o .y "
gt s PR N S Al it i S b

-himsel‘f, ‘prove to her how much.-he cared" (p. 53) Will'a crop is dying,

between "vanting her and trying to be resigned" (p. 59)

W:Lll 8 inner struggle is played out agafnst the context of his

Lo - - L . » . 2 -~1.

' dreary e'xternal life, his’ listless performance of farm chores.‘ This

Other Way " More importantly, it triggera memories whi.ch expand the

BRI N At the well they [the hbrses] kept him pumping t11l his "
co - N -Ashoulders ached, . ... He remembered how his mother used. to
T 'pump, ‘how she would: rise with the up-stroke of the handléa: to
"~ .. -- . her toes, then buckle herself and wince 'to bring it dowa.. =
. Summer and winter, twice a day for years ..... He pitied her
T suddenly, thinking that her labour too had. all been aste. ’
e T e (p. 53)

=y

the up and down strokes.. The same cycle is evident in Will 8 pumping, j )

he struggles to accept this, and forget Eleanor, but cannot. _ He ist torn

exte al drudﬁ'ery does provide a certain narrative structure, as, in "No
& I

8 dimensions of Will's .inner conflict. S . E . By

There is, first of all, in this passage the rhythm of the mother,s labour, 5

%nd on a larger scale, in, the Bensonal cycle of "Summer and- winter‘ S ‘

- g
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“toice'a”day<f6r years‘;:ai'"--Thenabove passagejlinks Will's*past End

o present in a futile rhythm.\ The link is extended to the future by the .

image of Will's mother:"ﬁﬁe remembered this afternoon——thinking of 7 ":'

-, : 2
Eleanor again, asking himself whether he would want to offer her theﬁ :

. - ?'asame" (p. 54) %he past mirrors the present and enticipates the future'f
o there is the authorial assumption thst each season willroffer, each

generation will experience,‘ the ssme. . There .seens ne alternatiVe to

‘ the life of’ drudgery, 'no other way again.

\.I\‘ . . ‘ e

The external reality of Will's ehores reflecre his internal R

struggle. Human * responses to this dresry reality again point to internal

‘developments' Will's routine triggers the whole process of memory, of »

g ‘disgust with the psst and fear of the future.r The external routine :

.

for the themstic statement of the futile cyeles of life, the endless,

A~recurring drudgery. The process of externsl reflecting internsl is even

Iimportant in the brief secount of ! Will's horse Bess, who has a spirit

'that his piows and wagons couldn t. tnme" (p. 54) Only Besa 8 internal

;spirit of freedom remains, externally, -ghe "1s né longer sleek and grace-

3
a-

.ful but a shadow of her former self a reproach to Will a refleetion

i

t - ‘:of his failure. .The external realities of‘wearying chores and the

external degradation of Beiss byasuch chores trigger in Will a: ange of -

'”emotions. Past and future, despair snd hope ‘are set to war in Will by ’

’ his present plight. A similar process is used to explore Hatty 8 psyche

b

fé:.: Et. "No Other Way" but is less restrained and therefore less effective.f

04

" his external chores,,it is ample evidence of the penetrsting, immobilizing

influence of the drought on man B inne! spirit. It is not s0 very

. N [N : ' . R PR ' . ! “~
. . cre . N -

. . o " .
T T P Moy tmtrcs ey Lo i e g < P30 VIR 4 3 R T

o therefore provides an adequate narrative form, but also is the vehiele 4"44

. A N d
. .ty
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‘giﬂ . The atmosphere within Will's house is even more depressing than e
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different from the literal invasion by sand or snow of human shelters.

There was still the pile of dirty dishes on the floor, the
. rusty, little stove, t the swarming flies. .. . .. In such a heat
he~ couldn't bring himself to start a firé. It was the night
” to see Eleanor  and get his week‘s supply of bread; he could
’ take :another new blade and shave all right. again without .the
y hot water. . : . The way ‘the: ‘flies were swarming everywhere .
L he didn't feel hungry anyway. The dishes would ha\fe'to wait :
: P . till it was cool. (p. 57) - o ‘

o 'The clethargy and indifference of Will is a direct result of the oppres-— .

-

_'sive heat. It further discourases him, the heat causea fatigue and

¥
j

s

' listlessness. leading to neglect of the house, leading to internal

£ty
-y

i

_':F-depression. "The beard nand sweat and dust depressed sometimes——confirmed o e

<the- feeling of incompetence with which on trying .days the stones and the

'_dirty shack. oppressed him . . (p. 57) The interaction of man and

P landscape is’ itself a vicious circle, environment both reflecting and ' S

- woraening man s :Lnternal state. In the passage quoted abm\re, heat and .
NS ‘ . ot . .
'stillness are external forces invading the human world and influencing ;
o . LA v . C :;:))
_it. They invade Just as the dust invades Ellen 5 shelter 1n "The Lamp ST

at Noon." ) o .' : . B o o L .
PR N } . . ) . s . ;‘ . ) . .
‘ As a contrast to this Brubb}" dirty shack there are the ominous T

- v . ~ ~

.thunder clouds to which Will responds not in despair but with hope. The K R o ) f

,‘shack and the clouds represent the two emotional extremes, the referents ‘

i o A Aof pessimism and optimism' "the same-alow piling-up of thunder clouds o
‘ :the same-~huahed boding of a’ storm. He stood motionless, his 1ips and

. eyes. strained suddenly with eagerneas again .. (p. 57). Will is, K o _‘ Y
v " another farmer who fixes a11 his internal dreams on an unpredictnble . .'

.

' external phenomenon. Hithin the confines of "Summer Thunder," those

AEERS TNy M R B ASLEA
—_—

. "dreams are realized in part, but also remain somewhat uncertain. Before. : o
: o s
the rather artificial resolution to the story, Will has a prophetic o
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o .insight into his future with Eleanor. :

.

At the best " they would grub along painfully, grow tired and
- bitter, indifferent to each other. It was .the way of. ‘the .land.
For a farmer like him. there could be no other way.‘ (p. 57)

s A

\‘ . .
This is the message conveyed by Will's memories of, his parents struggle. T
. S

: It is the tragic paradox, the "way of the land" explored in "A Field of

",
5]

A
Wy

.5
Wheat " "The Lamp at Noon" and "The Painted Door, ! where the necessity‘ o Lj
.~ S IR

- of economic survival dictates that the l‘and overrule personal concerns, ST

«

§ o that there be 'no other way. In spite of this cautionary prophecy,

=l A

"Sunmer Thunder ends on an optimistic note with Eleanor agreeing, after oo
. . A - -
- her sudden appearance, to marry Will regardless of the fate of his wheat. -

: The clouds, although "dark and threatening" (p- 60), remain uncertain '

, ;of their way'"! (p. 60) The story therefore concludes ambiguously, the
S :‘. | v‘hope of Will and Eleanor is balanced against the informing, pessimisti'c
. ‘ cycle of the generations, and the rain~bearing clouds remain uncertain.,_, :::- ‘fs-

'There is an unfinished quality to the human experience in "Summer Thunder LI

i "'-a sense of expectancy and uncertainty, BO. that "September Snow" is a L. ;}

) . £
natural complement to and completion of the human struggle begun in -

: _"Summer Thunder.

<

In "Summer Thunder there is again the correspondence-nbetween

. . internal and external worlds and the conceptualization of life as an -
e )

L ACEP A
-

F .’.A-‘unending struggle in a "pitiless environment. : The drought is a storm - |

g . only in- terms of the devastation it brings to the wheat and to human .'-‘: P

f ' . . ) ; j' ‘hopes' it is not an active, exciting force which can engage man in a .- | ,
E: ARE { L ?v-:.dramatic struggle. Therefore, the drought is not an actor in but a - . :
‘ . . | ':context\for the human struggle : "Summer Thunder" creates an oppressive i

» o = 'atur)sphere but suffers from a lack of compelling human action. lf‘ll'

internal struggle is not enough, he does need, as a character, “some way

LA '. . . .’» e - - N
N . - D +
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_is supplied in 'lSeptember Snow." Which in- several ways provides a balance ERr

. .the oppressive atmosphere of .the drought, the sense of waiting——for rain

o stories exsmined in this chapter, creates an oppressive, internalized

' endangers the farmer' s, liVelihood: "It would kill the 1ate calves. He e

'&V abandon the pregnant Elesnor, who. 1ike Ann in "The - Painted

D.

. marriage of Will's parents, glimpsed in "Summer 'l'hunder," anticipates

- e TR i ',..;...rm-.» W%‘"'}"‘»"“‘"“"“’“" -

LT T - L ‘1.35_

'to prove himself" (p. 53), to reveal his essential nature. Perhaps this

"Summer Thunder. " oIf- the first part of "Not by Rain Albne“ depicts
and for a better future--then the second part of the story examines. in.
human action, the 1ife of Will and Eleanor after the drought. "Summer

'I'hunder shows Will and Eleanor as relatively youthful and Optimistic

"September Snow completes the seasonal cycle, and the cycle from hum.an “
optimism to ‘pessimism, from the promise of love to: ‘the reality of its LR .
failure. Sl '. o ,‘ . - ',p B . ’ «

"September Snow confirms the prophetic memories end fears of

Will in "’Summer Thunder." The rain that had been dented Will in "Summer

~fIhunde__ falls in "September Snow," but in a mocking context.' It now //.

-

an'tioipates a destructive snowstorm. A The rain, like the storms Ry other .'

A

"lineless blend of sky and prairie" (p 60) The looming storm again L . e @

L) P T .
H P
[

had seen wild blizzards in September" (p. 60) Will is therefore com= Cow

pelled by economic necessity, by "the way of the land" . b 57), to , L T 1‘-
venture out’ in the storm in. search of hia endangered calves. He muat o ‘ o

»

T and Ellen in "The Laatp at Noon" is left alone'to experience the

) oppressive external storm., Eleanor reacts to this necessity in a' familiar

fashion:,"'I wish you wouldn't go-—all you think about 1is crop and Ty

g'" (p 61). The note of protest in her voice indicates that marital

- . conflict ia now a part ‘of Will and Eleanor a life together. ) The unhappy .' - L

3
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that of Will and Eleanor in "September Snovr" the cycle of conflict now -’

; plagues the second generation.

Noon N

and love, but is cqnsequently alienated from his fanily.\ w11 has good °

e

Lamp at Noon,“ thie love is somehow twisted into an alienating for'ce.

&
//

\

(p. 61

her.

' ,"A senseless dread had siezed her as she 1ooked out into the night and

»snow .

”"

).

‘Will, like John in "The Painted Door" and Paul in. "The Lamp at

performs his isolating duties out of a sense of. responsibility

-
s

<.

the necessary circum.stances of life.

[ g

"

: reason to abandon’Eleanor temporaril.y in search of his cattle. "It was

) :'.“. the baby he wag: thinking about how much it was going to cost" (p. 61)

‘If the positions of Will and

"'It s the wind that s all——waiting for you and watching it get dark'"

T Genuine love is the rationale, from the. husband's point of view, for his

devotion ‘to, his chorea, but ironicallx. as in "A Field of Wheat" ‘and "The
. As»_'.f-'-
'. in these other atories, there ia an inner logic and ‘an inevitability to ‘

the plight of the ‘man and woman, there are .no, simplistic villains, only\

Eleanor are familiar, 8o too ia Eleanor B explanation of her resentment' ‘

Eleanor internalizes her environment feeling the. wind imprison

She looks out, 1ike Ellen in "The Lamp at Noon and Ann in "'I'he S

g (p 61)

Eleanor, hopeful- at the end of "Summer Thunder,{

’Painted Door." from her- window at the "sinister" and “engulfing storm.

.;1_5 by the beginning of "September Snow another distraught prairie wife'

- already, something of the uncertainty of the "dark and threatening"

K 'thunder clouds has been revealed.

e 'ignores the internal panic revealed in Ellen 8 eyes Will in "September

: — -13:3-—h1gh-pitched and irritable.‘

Just as . Panl in "The Lsmp at N‘oon" '

The baby coming, he told himself' '

/another couple of weeks she'll be herself again" (p 60)

- Snow" disregarda his ‘better judgment. "Her ‘volce ‘had been like that of:

A final

9,
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/\reference to the tone of protest in Eleanor s voice comes’ at the end of

this story, and creates another cyclic pattern‘ it also evokes a signi—

/ ficant response from Will. ‘ ""‘." o :I_ o , I f‘.

‘,,‘
e

"
' house, and follows instead W:lll’s external struggle with the sstorm, the

B '\ . . . ’

concrete embodiment of the abstract a’truggle e s e to keep out of debt" Y

'.‘:‘45’ L oy C Ross chooses not to chronicle Eleanor~s 1one1y vigil in the

e (
(p. 61) The emphasis in "Septeﬁaer Snow" is on physical action as a

L R metaphor for. human insignificance in the natural world'

‘ But they [his cattle] resisted stupidly and’ only huddled
‘closer to the fence,- He gave up finally, clammy with sweat
and cringing before the wind. The snow was - ‘thick . . . When ]
hé turned to face 'it, it chopped short his breath. . He ¢limbed -
.. back through the fence and with his body hunched forward e
B ~started into the storm. . (p. 63) - : . S ;‘

G - A

"y

Like Hatty 8 cattle invading her garden, Will's calves are indifferent .

. to their mas’ter 8 efforts. There 18 a variety of tactile imsgery employed B

to emphasize man's’ puny struggle. In’ the above passage, Will cringes

and "huddles"\before the oveerWering wind again the main environmental

' force and metsphor for the calam.itous external world. Elsewhere in the-
account of Hill 8 struggle in the snowatorm, ‘Ross- describes t’:he wet: snow ,

T [which] slapped on' his face" (p. 62), the "fine barbs of sleet that felt

BRI Y I SR DR AN

e é{k 1ike prickly hairs. against ‘the sk.in" (p 60) snd "the vind A . 1ike a

needled wall" '(p. 64)

» H . » . . ‘ R - ’ RN
o~ b TR Y

The storm launches a real assault on. man, and forms a barrier g

1

between Will and Eleanor. 3 In its storm mot:lf "September Snow resembles

e

h "A Field of Hheat," "'I‘he~Lamp at- Noon" and "'I:he Painted Door." ‘It
followed "No Other Way" by only a year, howeVer, .and its publication

preceded that of "The I.amp at Noon" and "The Painted Doozr." ".The very :

tactile, personal acco‘unt of the storm 8 effect ‘on Will, quoted above, R

iy -
®

YKy amRY
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= ) ; can therefore be linked not only to the storm motif :Ln other stories but ’ ) ,3

. Valso to this similar account of Hatty 8 struggle in "No Other Wey"' "the,‘

‘e

col cows dodged in and out from side to side, indifferent to her screams and

-
f

‘ 'yells. The bristly butts of the sheaves S ‘were like needles on her o R 7"’

: ‘.face and hands 'I'he dust rose in dense choking clouds, stinging her

) eyes ’12 ln these early stories, Ross describes the literal

/

[P

L T ’ e b
B e e v L j
Lo i B o, R - .

’
:%\4’;';.—\‘-‘”"

L sphysicsl relentless asss.ult of environment on- man. Later, in a story -

o

S "such a\"The Painted Door". this essential motif is complemented by the
more subtle use of landscape as a dynam.ic, mirroring context for the more

. . . .
- . 9

‘fundamental 1nterna1 struggle.. ;o

PR

Will ie forced to seek shelter from the stqrm. : John in "A Field e

W/

of Wheat" retreats, sfter the devastating hail—storm, to the solitude of ,_".'

o ‘\

: _“his bam, there to weep. Paul escapes from his argument with Ellen in R
u13

1

-j , ‘.‘:"'_-'. "The Lamp at Noon" into the " cavern—like obscurity of his barn. P Y

v i Similarly, Will retreats :Lnto another metaphorical wmnb tunnellins :lnto - s 4
R . . L. <. l . ‘y ) ~;‘.‘ R 3 7
5 "-.“a straw—stack.~ There, he, like Paul has a sudden imaginative insight, ..

' J D, : ' 'triSSered by the storm, :I.nto his wife '8 state of mind' X ! ':- o S
V - . X . . - P . . e .

Her face came back to. him. the. strange flash :Ln her eyes and B
" hHer tight mouth.  She would be waiting for him, pacing through R - |
. the house, window to- window, trying .to peer. out, afraid he : RS |
“"might be lost. Sonetimes a woman‘did queer things when she ot ‘ : :
’ was expecting baby~. (p. 64) ‘ R

- s Lt

' -Eleanor, ,like Ellen in "ThJ! Lamp at Noon, " expresses in facial gestures

her internal panic.. Like Ann in "'rhe Painted Door she paces, and she” f_';f
. is another fictional wom.an" vho ' peers out at- the - externsl storm, somehow R

1
¥
o
¥
L.f ':
By
&
L
ik
'h'l'.
’\ﬂl

,-'absorbing sonething of thyt externsl chaos. Will's insight. like Paul'

. Sinclair Ross, "-No Other»Hay. 80. o

1351nc1a1r Ross ,. "rhe Lamp at Noon, 19. PR A :':‘f}- =
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‘ 'in "The Lamp at’ Noon" and like Ann's instinctive knowledge that John A RO
S
5. 'would retur\n to her through the storm in "The Painted Door',“ is tragi—- TR fj%
vE : ,cally unheeded for he remains within his shelter, hfs womb, while his . N :
b A wife is dying in lchild-birth. " R f?

With the ironic calm after the Jstorm, a landscape emerges which

anticipates the scene Will is to confront at home.l o -'. \ Co e
- The buildings were - ¢ *r““suspended in the empty blur of sky and I -
".8now with an dloof, unfamilfar detachment that chilled and - ~. - = ..
g .dispirited him. -, .  The field was wrinkled with' sharp, e T
S ’furrow—'like drifts that sometimes supported him and sometimes o
' ._gave way unexpectedly. (p. 65) ' . . A

. K . M - P
I it ay s P e
. Kl .

Bea e

Qe t
o

T 'The drifts are treachero’ds, as uncertain as. the thunder clouds in "Summer

i
G ‘ 0

A.'Thunder. The land makes no promises., At this stage Will too inter-
. nalizes his surroundings, fer he is "chilled and dispirited" by the

scene. Ironically, apart. Will end Eleanor share a chilly response to
. o -,

"':the landscape, just as,’ too late. Paul and Ellen respond to the futility

RS o of the lamp pEL-N at noon.  In the above passage ty@re is, again, the a

._..‘,

fusion of land and sky, the oppre&sive, imprisoning "blur of slcy and

: snow. .' . .." As in the des fiption of ‘the external world in- "The Painted

. \

. o Door," there is in the above passage an emphasis on the empty, detached

1
r

‘impersonality of the landscape and its corresponding effect -on man
. 9,

j ‘ e final scene- of- Will's return home is a dramatic fuaion of

internal d external worlds. As in "A. Field of Wheat," "The Lamp at

\

Y

s .‘.“Noon and "The Painted Door/" the stom in "September Snow" batters its o g
-way into the human shelter. ( o o FE S ' ) LA

’ The show vis mounted right (across the kitchen, eurled up _ o o B
o - like a wave against the far wall, piled on table:and:chairs. R
T e Even on the stove——the fire must have.been out” for hours. " He ' S
' G . shivered as he stepped inside. (p. 66) ' :

S ol : 8 $ra

Will shivers as. much in response to his internal fears ,as. to the external

e R
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' «circumstance. Will, who in "Summer ’I'hunde lived in "pitted sympathy .-.“ I 3

'. Eleanor: "He sat 8!::111 beside her, not understending Finally the doctor l
. y l_had to nell him ahe had just d:l.ed" (p. 67) Thia is a poign'ant commeut |
on the tragi.c distance "b'etween man and wife(the neceasary way of the
» land" (p. 57) ‘ Love :I.s dnce more" twisted end represaed, ovprruled by ‘ " :"‘-" '

"-"the dictates of the land‘ .' _- ';1 c - Lo /

'~Snow,“ Part II of "Not by Rain Alone, concludea vith an ironic contraat, ' :
A . o Co .
of the apparently paci.fied, mollified natural WOrld and the devaatated, ool

B numbed human protagonist. ) 'I.'he promise'of apring in the air, and the
bi:th of will's child, are. balanced against the death of Eleanar. As in..,'

' " "The Lamp at Noon" and "The Painted Door," the fifnal vesponse o han ia

o sun. . (p. 67).' The contrast of -man and andscape moc '.

. . . "w
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that ahe, like Ellen in "“The Lamp at Noon" is deranged At any rate, E \ i
she dies in child—birth, becoming as "white" as the external snow, over— h 3

° 2

cpowe::ed like John in "The Painted Door," by the cold external world of

(p. 52) with his dying wheat ,is ironically muéh less in touch with

h
o . '
[ t. n
.‘,-.\-"
P

<N

As do most of the stories examined in this chapter,‘ "September

l
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f',' ' v Eleanor 5. death in child—birth ia prefigured by the death of a ﬁorae

R

a

that had- been in Eleanor g voice of late" (p. 67) Now, too late, Wlll
responds to that note of proteat and he sharea Eleanor 8’ plaintiveness
just as Payf‘shares Ellen 8" concept of the lamp lit at noon. This: inal

A - 5.

reference to Eleanor B voice, ike the recurring referencee to. the lamp

he too identifies with the plaintiveneaa in the voice of the chil

Also, the cry of: the child echoea that of Eleanor, 80 that the cy

.(’.

- deapair,has paasedifrom Will’a_mother‘to Eleanor”toiher child; Qh.‘

“};sxvoice already haa :hat tone of proteat, ﬁhat familiar reaponse to' .
mity; Will' :"twinge of recognition" (p. 67) indicatea his own i lf
development, ,and pointa to the lateat cycle of futility, initiate

. the child'a cry.. That cry is comparahle to the lamp lit at noon,
both are external phenomena which trigget aignititant human respo :
.which act aa signpoeta of human development, external referents ofﬁ -

. . . oo o .
o .- s St N . W «

. internal progreasion. : 'h'i~ : ,: K ,p

lhn, aeaaons teach - (p. 52) The pattern of the eeaaona, of auccee ng

K generations, brinsa no improvement. ’There is cyclical struggle and uncer—

while foaling in "Summer Thunder. : Rnao 8. fatalism ia relentléas, hie .
cyclical patterne aerving narrative and thematic f%pctions.. The 1iter ry

lVﬂ:V { strUcturea ﬁgé, howaver, perhape too dominant for there. is a dogmatic

K

;'nfi;A. earneatneaa in the content as well as. the title of "Not by Rain Alone.
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C e ‘I'here std.ll remains, however, the problem of Rosa a atreatment of Will
. . X

;- A s

and Eleanor, who seem rather ahallow exemplara, inhibited as, éharactera"' ' ,', .‘.',
- ,‘A'by Ross= 8. ubiquitous pevssimism._ The dynamica of their telationahip, of . Tl A

I

love and conflict are ‘not fully explored. Neither are the dynamica of:: o o

: - 'the intricate winter landacape givet; freedom to develop in Part II of k , ;,i
"“:the story. There. is a. range and complexity to Ann 8 emotiona in "The . _’
E o . o
P'. nted Door‘",ithere ia an explored illuminated depth to Ellen s .panic. ‘,"‘-;" e P
S K i "I'he Lamp at. Noon'" in “Not ‘by Rain Alone" there ia a sin;plistic view- :
'-7 " L £ the relationahip between Will and Eleanor..\~‘ Because of this auperfi—.* - "

‘ : /- ciality in :I.ta c“haraeters and their relationship, "Not by Rain Alo \ '
, é‘: resemblea the early stories "No Other Way and JA Fi;ld of Wheat“ mox'?e ‘ ’ &
| than the major piecea "The Lamp at Noon" 'a;d’"'l'he Painted Door. P ,V ’ {
‘ A . Will ia aeen, in P;rt I in an at*ti-tudel‘ oflwaitin,g, for rain and L )
N . for a better future. In Part {I he is: ‘portrayed in a struggle with the . ' ::
. ‘ .. elementa.' There ia a: simplicity hia various poaea‘,‘ and also to - . A."".‘ ) 1
Eleanor a convenient, but not i 'vitable, death, that reaemblea the ' .-: ";'.
) . elemental. aimplicity of eventa ',;I.n "A Field of wheat."vy' Unfortunately, . ‘ v ‘ S ‘."“h" .

_— ,\what 18 Poismantly reVealed a out the human condition in( "A Field of o 'j}

Wheat" ia r:l.gidly aséerted in' "Non by Rain Alon,e: " The literary and S ‘
N philoaophical cyclea :Ln the latter atory inhibit a dynamie interaction 4"'_ a
S - ,' of man and landscape. The elementa' eaaentially.,perform a aimpliatic, s

S K malevolent rofe in th.ia atory. ) 'J.'he landacape doea\ not mirror the :l.uternal

Vo Do e x-

Do T it aga.:ln auppliea a metaphor xfor the futile human atruggle. In both sl

T g S ) s e g . s"“‘ -

s aeetions of "Not by Rain Alone, accounta of external phenomena are A
B S N L. “'.'- . - o " . ,', -
i followed by aome human confrontation, bu.t the t:wo realitieﬁ are not

aucceasfully integrated.“, 'A centtal synbol, auch as theflamp 1:I.t at noon :‘-:-:"“.'
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" or the smear’ of paint, is nee,ded to fuse external end interna.l worlds.

‘a

S . The child's cry performs th'e function of evoking g significant human o i
B - | .; ' response, but: 1t does not emerge \as an organic, dominant, ex;anding ‘ ..;‘
- o "~csymbol. ‘It is const‘ricted ‘and 1imited to an ironic, cyclical and (: |
E . .editorial role. '- .. “. 1.“ e " " S
T, 1. S . s : St > o : . .
$ d ‘\ The symhol to which hopes and despair can in turn be fixed, whiche o

\

- d

U e
+

can’ develop and inteneify characters, is absent from "Not: by Rain Alone.

B Symbols such as the lamp and the smear of paintn illuminate ‘,the human ‘ 'v :2‘;‘!
experience Presented in "'I'he Lamp at Noon and. "The Painted eDoor. ' 'I'hese A
% R ' o x:oncise and concrete symbols give inhuman, diffuse and massive landscapea \ \z
?’\ SO o , a specific human application, translating the external impersonal R
IR .' - ° . lessons of the natural world info human. terms Lacking such eymbols, ;
o ';'Not by Rain- Alone" does’ not rise above its'immediate details, i,t does . ". -. 'l
’ o not deserve its pessimism. for that attitude is not arrived at’ by means’ " °
' : of an inevitable, internally logical aequence of events. The symbol '4 - .
in Ross 8 short: stories, elevates the mundane to t:he dramatié fuses the U , :
. i ordina:y detail to the extraordinary insight. It 18 unfortunately : - :"
e absent fronz “Not by Rain Alone." In “Nell," the final story to be !
| :, examined in this chapter and another variation on\the theme of the ad’ult , ~
B struggle: it is present- an ordinary botfle of ketchvf comes to symbo-r':" o ' r N
' L o 1ize-enduring human’' love. This modest symbol, developing naturally out' o : (
o of ‘a flexible rather than rigid narrati"ve structure, sets "Nell" aparti‘ - ‘. B ,.
S o e
‘ S from "Not by Rain Alone" as’a. less ambitious but perhsps more suceessful 5 . \\
S . story‘. . : . ‘@ ) S A. L o . ' B .
‘ ., B First published in 1941,' "Nell" ’exaéines the plight of the -~ = I_ "1‘:
R | prairie wife, but’ does not use the familis.r stom motif, to intensify |
A ::". that plight- It s an unsssuming and simple tale bearing strild,ng .v'j “
! ‘ | - ‘ * M ‘
‘ - :.} . L |
. - :", v g \
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Do aimiiarities to No Other Way.' Neither story uses the storm motif which " et

is-so important in\the other stories examined in this chapter. Both -o

. storiea describe pra‘irie women caught in unhappy marriages to rather

.0

ahiftleaa husbanda. Both stories chart a traumatic visit to town, which

S is a futile attempt at marital ‘reconciliation. "Nell," however, is a0
more restrained account of marital conflict, and 1is tiherefore more . ‘

"successful than "No Other Way.",, It wisely and economically avoida the
o ‘_nental vacillations of Hatty Glenn in "No Other Way., SES oo R S

"Nell" opena with a scene similar to the initiaZL presentation of

' .
) ‘- s

S -Hatty Glenn at work in her gardeg ST

'

. Nell had been hoeing in the potato ‘patch since noon. She
" was.a tall spare, raw-boned woman with big ‘hands, high cheek-.
: bonea, and a crooked, jutting noge: -. . . In her voice when
.~ +.she raised her head and started muttering - to, herself there was ' ; :
the same stolid quietness, though the actual words were. bitter S - _—_— ’{?
and resentful.1 ’ - U o SRR N

.‘Although Nell resembles Hatty Glenn physically, thare is in her a "stolid o

' quietness, a calm markedly different from the near hysteria of Hatty. o '

‘There is then ‘a check to ‘the danger oj“\ shri,ll rhetoric -in "Nell" that

‘\-‘iwas not present in. "No Other Way.' " Nell's bitter words echo those of v

(-

. other prairie women noted in this chapter. "'Every Saturday off to town, Sl

Never a thought for me or ‘J.‘ommy And I work . ; T
| . " . M v

"hard too' " (p. 32)., Nell's complaint is essentially the same as that of

“throwing his money away. :

. Haf:ty Glenn, of’ Eleanor in "Not by Rain Alone and Ann in "The Painted

"Door. . All of these characters insist, pathetically. on their womanhood

Nell'a huabandwceorge, lilte Danrclenn, 135" o

i one of the more irresponsible husbands whose negl\igence is a human ' L S

oY e / [ '.-" '.

’

Sinclair Ross, "Nell." Hanito‘ba Arts Review, 2, No. 14 (Winter
1941)’ 32' 1 . 0
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caprice not an :Lnrposed and necessary way of the 1snd.

D Nell is in sharp contrast to her youthful—looking husbsnd:' "He

© - ‘.

was slight and good—looking. with fine. rather delicst-e features « e

g coin contrast to her own big bony face . . " (p. 33) Similarly: Hatty .
. T Glenn vas an ugly old crone. and he EDanJ was the same as tventy yesrs .
- "ago;. Erect, lightfooted, not a wrinkle of grey hair."16 Nell,, like
o Hstty, ia connnitted to the, rhythm of her chores, and responds siknifi—\ )
RN R cantly to them. S‘he goesgfrom her garden to her kitchen o prepar:l\ng a . | . -_, g "
" }grocery list. Ketchup, a favourite of George s, is high on ‘the list-, }-. S &
s .,_thia seemingly insignificant detai,l assumes considerable importance at, - a ;
) o Ithe end of the story, where a repeated reference to it signals Nell 8. ..I‘ y 3
@ : '. internal nature. The aame process informs the recurring references to w :'
‘ s Hatty s ‘economic calculstionq, the cyclical pattern of. chores in "A Field .
. / of . Wheat," the repeated references to Eleanor ] voice in "Not by Rain ' "
' '. Alone" snd Paul’s recollection of Ellen ) bitter words in :'The Lamp at ' Zf‘:".~
' ~ 'Noon. ‘o In each csse, the recurring external phenomenon evokes signifi—- : g
‘ ' cant human responses which reveal developments in character and meaning. | ’ f:
. ' Nell detemi:'zes to accompsny her husband to town, just as’ Hatty ' 7:\
‘ . ? . i ) _‘bresks her pattern of.chores snd in a futi],e sssertion of her femininity .;E .
) ~goes< to town ;eith Da.n., Nell's intent:lon is. to inhibit George 8’ activi— ;
" . ties, for "he couldn't stay 80 late if she vere. there" (p 34) . Her .
T \ & ._‘4.expectations are, . 1ike H.stty s, proven wrong in t:l.me Also, Nell like \
' ‘ . ‘ l"HattY.j suffers acutely—when removed from her fsmiliar environment snd ,‘ :
- .'her- ress_suring chores., - c - e - '*‘-‘
e " : ..ISSincl'sir Rosf?b"ﬂot b‘v ilain 'Aione‘, 57. . . :
4 - av- ) o 16S:ll:xclsir: Ross. "No' Other Wsy." p. 80. o - : .
] . , e N ’ , : e &
. . TS - — ,,q‘&*
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L o ,Nell walked back to the grocery side and leaned awkwardly Lo
VR » against the counter. Her good shoes were pinching. She ' was. _
S . > conscious of her bare, sunburned arms, . .... Other women were
e o ~"talking and laughing together in little groupa, but she knew .

: ‘ - 'noones . . . Nell glanced dovm nervously at her own dress. . . .
' o feoe . . (p-36)

" cee ] — Nell's almost phyaical aenae of displacement echoee this etrikingly

simil&r account of Hatty 8 trip to town. "Then, suddenly ehe was conacious

§

<ot

; of her hands, wrinl@led and red, like forked carrots 3rown in 1umpy soil "17
; . In both women, external diacomfort mirrora intemal embarrasament- and
social uneaae. | |
’ Nell is virtua.lly abandoned by the preamably drunken George to
P l : find hen way home late at night with ler aon. Significantly, she / s

s
remembera ‘to take with her, from the atore where ahe haa epent 80 many

,/. U ! [N

painful ‘hours waiting for him, George 8 ketchup. Thiﬂ aimple, remembered

“act speaka of Nell 8. enduri_ng, if somewhat: pointlesa and u.nrequited love
: Y : .
. ~for her husband. If Hatty 8 final worda seem a rather eelf—conacious, o

~-authorial affirmation, Nell 8 simple act has a much greater natural

‘.<._aymbolism. Ber reaumption of her thankleas choree, like Martha 8. resump- :' -

) Lo sk

o :,,bion of her supper prepa:ationa at the end of "A Field of Wheat,“ is a :
\ ’ E significant aEfirmation of life. The normal daily routine 16 in the .- -. U
: ” B :1ives ‘of Hatty. Hartha and. Nell a positive element. Most in evidence in f. |
e | "No' Other Way." thia paﬁtern is paredoxically most effec':i"e 1“ "A Field :

oo of Wheat” and "Nell," where it doeo not ‘rigidly. dominate and limit char-
acter and meaning. CIn the latter stories, the- pattern surfacea only when “ S e
."thematically neceaaary. The cyclical re—emergence of the aeemingly .

i e L insignificant ketchup, signalling Nell's complex loyalty to her unappealing

life, apeaks auggestively of enduring love. of acceptance of and aubmia-

3

Ve T '1'_71bid.‘,,g}81, S
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biguity to her final act which clouds

sion to one 8 fate.‘ There ‘is an’

'any simple interpretati rof

k:, . 'admired for her loyalty o cannot however be 80 easily dismissed as

.can Hatty Glenn, a -mugh léss subtle creation. Hatty 8 struggle is all” . . ‘, . :
and literally rendered its slightest variation articu—

a d therefore rendered trivial. Nell‘s struggle is powerfully

e by :anective. Nell's final symbolic gesture is more ambiguous, yet

more ntural than Hatty s final posturing. '

"Nell" deals with material almost identical to that treated in

-

"'No Other Way" but reveals considerable stylistic improvements over that

‘s-tory. ’rhe result is in "Nell," a sensitive and unpretentious illumi—

Lt o ‘7_ ' f‘lnstion of a struggling woman. In this particular stylistic re-working
'.”v-of s thematic core, t\here is evidence of Ross 8 general progression as a

‘. short story writer, for the refinements charted in this chapter are ‘ o - Y

primarily of a stylistic nature. The themes and the essential human

o

‘ . .

" ,-'~“' '..’experiences presented do not vsry greatly £rom one. story to another, but ‘\5,

‘. hey are’ handled with increasing depth and sophistication, for increased %

'technical mastery quite naturally adds new’ resonance to the recurring 3’

' o themes' ; Thus "Nell" charts the same te“‘itory as does "No Other Way" ;‘;
i;‘ - - . o but with greater assurance and. ambiguity. Similarly, Part II of "Not by o '
?b ' 4 ."'Rain ‘Alone s", "septembér Snow," po'ﬁraya a literal winter landscape‘ "The o b
E T -. ;‘Painted Door,“ published several years after "Septemher Sn,ow," creates. a | ;

LS

oY dynamic, metaphorical and mirroring winter landscape. This is- not to

o AT T

say that there is an invariably chronological improvement in Ross s ’

stories, but that his msthod is one of refining snd re-working familiar
<

' ’ material. It is th:l.s method that is the k.ey to the transformation of. L

J

o



e : . v : . . T . o o .' ’ it N N Wt ‘. ' . * ‘

e e gt = oy — s e o i O T PR g bt s e st AT w:wwrm&mrw*"**‘mr Do
1" : ! . o t
LS . P ¢
,\ ,..,‘, L ) PR - .; S \\. .. ) . . . : Lo 3 P L. toe . ";
v the vapid "No Other Way! into the much finer "Nell."  Ross's lean amnd .- . 2 :

" subtle prose is to some ‘e'ict:ent',, vlth"ere_fore, an achievement ‘as much as a’ N :
ot - Co LRSS s T T PR
The stdries analyzed 1in 'this chapter are among Ross 8 finest, ‘ oo

.and most: widely known. Depicting adults engaged in a cycle of cOnflict ’

and struggle which promises no relief these fictional documents of the L

’ Depression articulate most forcefully Ross s vision.A Further, aeveral )
_of these stories, including "The Lamp at- Noon and "The Painted Door,

f‘f L _seem virtual masterpieces. In these stories of. adult conflict, both form ,

IR

and content Are complex elements. They are unified in the storm motif ’
whigh provides both a compelling, suspenseful narrative form and - a o ,' E T b
dramatic embodiment of Ross 8 pessimistic view of the human struggle. - ' : _' ‘,

5,
S

One can trace in. these stories the development of a rather

. C sophisticated ap roach to character portrayal. Hatty Glenn, for example,

3

. 'is shrill and one-dimensional, performing unswervingly the role of - R ol
' embittered hag.. Nell in the story ‘of" that nmne, has an added intemal '-,'

o ;. calm which individualizes her fairly typical role of auffering wife.‘

Ann, in "The Painted Door",is a complex figure motivated by, many forces.

o Sinclair Ross s varioua farmers and farm-wives do not greatly overlap

from one story to the‘next. Some, like Hatty Glenn in "No Other Way" or,"

R

,:Eleanor in "Not by Rain Alone, are one-dimensional because they lack
BN

fpersonal dynamism to balance their similar external roles. Generally s

r

A S N

-

hoWever, Ross succeeds in creating complex characters who have memorable, )
. y ' I". =
T individual features. -

L EAT el B0
\

Asain, in the atories examined in this chapter, human responses B

to symbols of external reality are important. ’l'hus, in "The Lamp at '

e
AN T

Noon," Paul Tesponds to the lamp which symbolizes his unhappy existence. ‘ o
f v o "/.‘.' Y " . . 4.'\ . . :. ..‘:_ -.“...'l
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e In "A Field of Wheata," .the' wheat is initially a symbol of hope fqr John g

: and Martha, but when it is destroyed by the hail-storm its role’ changes

@
. - dramatically, and it evokes not hope but despair. Similarly,the lamp . .-
.seems for Paul at first a symbol of hOpe but is changed to one of bitter, W ,‘ ’3
mocking fut:ility., The destructive external world of these stories, a - v ’j‘%
. S
"1 ' metaphor for the gravity of the human struggle, needa such concrete . g
' | _ olic referents as the lamp lit at noon. - The external .chaos needs to . ’”9
h /b?interpreted in terms c;f seasons, cycles and its concrete human effécts,v ; . ' ‘
. ) . otherwise, its lessons’ ax:g its. impact are too vague. and diffuse for human R /
- ‘\l understanding. lfluman responses to extemal phenomena are thus necessary - /’
R T L ., 'fto‘ articulate Ross 8. particular outlook S } : o - / :
E ” ' The external‘world of unpredictable storms acts' as a mirror and : _ .
. : : R Nt " -
. a foil ‘fo'r’ the human strugsl_e. Ross's concern 1is with the survival of\ -‘ :
° D 'm'an', .on the mo_st- individual,‘elemental 'level. His characters therefore
"« arge about the land and'the' 1158 of the: land a9 would & Christi'anand .
: an- agnostic. The land is imbued with a spiritual existence, the vs.lidity_ Do ""'" :-*
B of which’ is never assured. There is a. fierce debate in these stories S ‘
. '.'«'between optimism and Jpessimism, betwe\en belief and disbelief in the land )
-‘ . ‘ ) Roas seems to remain a schptic, for the external or spiritual realities
are portrayed as unable to assist nan If there is hope, it stems from -
A A "
3;\ o .- E within man, from hia submission to. and therefore recognition of his fate,
! N o -
% \ “" his acknowledgement of and participation in the natural world. While
" . N " __there is "no other way," there is at least this one' way of courageous
:’,’ acceptance and going—on. ‘ - " ‘ .
4 ‘ )
A , 5
\;:. ; : .
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For. a'man such as Siﬁclair Rosswho was .never able to support
B himself as a profesaional writer, the short story: seems almost an’ idea.l
oo s '-“art form Certainly, the se\\/renteen year lapse betyeen the publication
.'\, / , of Ross 8. firat and second novel testifies to some of. the practical
. economic difficulties he muat have encountered in his writing. Something R
. "of these difficulties, and of his remarkable tenacity , can be glimpsed
. v
in these comments appended to Ross 8 first published story in 1934.
o '-No Other Way vas written three years ago - -and has been re-written
. twice. Mr. Rogs. says.he' has written two novels--"failures, L T
- which publiahers write me are interesting and compelling, but T BCERRE
“of small’ commercial possibilities. .1 am now starting to work - S,
e _oLen ghort 8tories, hoping. gradually to build up a better tech— . LA
Lo “'nique without :the cramging grind that writing a novel after r e
~ T 'office hours demands , - Ba
,f What is significant. :for our purposea, is that Ross apparently carefully' '
R , "‘ wrote and re—wrote hie storiea in the attempt to, "‘build up a better - ’\
k technique' W This seems entirely consistent with the sort: of- devel-
. : opment I have found in hd.s stories, a development primarily in technique, Lo . R
1eading secondarily to grehter thexnatic complexity. The situations and
‘ , o _"' o charactere Rose explores in his stories are limited in variety, it iB
P Ross 8 unique manipulation of" these rather mundane, recurring elements . ' ;;Jiﬁi
f .o
: that accounts for much of hia artistry., The stories are to be admired P A
‘ . for their depth of penetration, for they are rather limited in their B
' range, their breadth.,t - .
'I'h:ls technical mastery is most evident in the bond Sinclair Rossj' S %‘
‘ eatablishes between the internal and external realities of man. As Roy éi
P Daniels noted in "Litersture‘ Poetry and the’ Novel" in 'I.'he Culture of ' 2
. . , Conteng)orary Canada, edited by Julian Park, as s forte ,is K PR S f
T T : ISinclair Ross, "No Other Way,“ Nash's Pall Mall Ma&azine, xcrv T
._};3 B ‘ No. 497 (October 1934) 80. ' . . L
:};3?1 .\' | ' " -, . . . . ) "" R . .'.-' . ' ‘_,‘. ‘." N R . '.‘,“.4 .‘ ‘-I;_ . ‘ "4 ]
A " e ' '
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- F . his ability, within a rigidly circumscribed area, to convey
w b ’ .~ 7 the exact and- convincing relation between the extemal and : .
e . o . internal worlds, the effects of environment ‘upon’ the character. Lo R
L I . .. ' - His world is sparsely furnished but ‘the interrelation of its ’ -
R SRR | - parts 1s clear. L o . o
. : ' L . )

VRoss's mani'pnla'.tion- 'of'external andr i'ntern'al worlds repreeents, however,
K o - more than evidence of environmental determinism. It ‘is‘"a fusion’ of-forn‘ e

i . 3 " L
S R and content, of dramatic tension a.nd thematic statement. Especially in /m

b .the stories of childhood soaring and of adult conflict, the interdepen—-

{- 3 to dence of 8 character B, internal and external worlds serves a whole com-‘ ;
’» _plex of functions. Thematically. the external world of soaring youths
: and struggling farmers is capricious, it reveals to boy and man alike a : ., .
' ,painful reality. man’ is not master 'of his fate and he cannot fulfil his B
) dreams The boy <] soaring dreams and the farmer B illusions of prosperity-l' ’
} : ‘ o are both crushed by the external reality. This is the essential thematic .,
. . E role of 1andscape and atmosphere n Ross 8 ahort stories, but there are .
- BRI - I"related technical functions. The'external world mirrors the internal .
':; ./huma}n plight pf Ross B characters, and ev;n provokes or seems to\ coument .‘ )
.'I'ironically ‘on human developments. 3 The result of Ross 's perfection of g ”
\“\ o this technique is that, in a story such as "The Painted Door" for example,::— i
.‘\~. . he is able to compress, yet retsin, an. intricate, even novelistic, texture | ; \
, ' - lfof imagery, character development and meaning.- Bridging the mental s.nd ) -’i
i"h; - : ’ :physical lsndscapes, Ross thus etches the subtleties of esch. The nature - ' <
‘:( S - ‘ .”;of such writing is economic, above all, it is symbolic., E \‘ s 5 ._:'i:‘
;“: Q Faced with the problem of giving human significance to a diffose . ‘, )
[:1: ‘ ,‘:'.“and mysterious natural ‘world, Roas creates, for his characters and his '.: ‘. A )
g .o 4 , o , o

o : N 2l?.c:}y Dsniels, "Literature. Poetry a.nd the Novel," in Julian Park

Lo ‘ed ,_ The 'Culture of COnten;gorazv Canada (Ithaca. Cornell University
. O . A.Presa’ ‘1957)1 P- 45. T M. . . 3 .
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T, ) _"The Lamp at Noon and the music of’ the comet in "Cornet at Night o
| » : ..:Each is a specific, concrete phenomenon on a scale man can grasp. Essen-

’ -tially, the lamp and the music evoke significant hnman responses which
link external reality to- intema]:.? drea.ms or fears. By thua evoking human
responses, these referents crys'tallize interna.l developnents :[n man, -
-"_giving the diffuse external world of circumstance a focus for man.. '-The' '

e _.moment of. internal reaction to ‘the external reality\ is the moment of
,=.se1f-rea1izstion, th\e 3enesis of'critical insight int{y life and the

' "",.,moment of crisis in the human spirit. Such monent:s make vivid sense of
the. "1essons" of the enigmstic external world of circmnstance. The lamp e

' 'and the music of the comet are symbols which develop much like human

characters which interpret external. reality. : 'I'here are ma:ny other such:.:~'~ o

a : : | ymbols in Ross 8 stories.‘ Tbere are the symbolic moments of aoaring Qn

o :Lmsginary steeds the symbolic acts of retribution and pnrgativm,*d the.

. ' :1:., ‘,/-:';; -gy‘mbolic confrontstions with the atormy universe. N

‘;' P S Conflict is an integral psnt of Ross s vision. children and

L adults alike struggle against an oppressive exterLal environment or

against internal terrors of panic, guilt and. 1on liness. R.eflecting the

L bleak social conditions of the Depresaion, Ross ta.'les of the prairie ” o

' » teality are still relevant and moving. This is‘in a sense surprising, o
- I'/_v _— g:I.Ven !:he nsrrow rsnge of these stories. T‘ne explanation lies in the ', e

/ w fact that Ross 8 prairie characters struggle asainst the roles imposed e

on them by environment and circumstance. Ext:z-nslly, these characters

‘ ": operate within auch fe:l.rly predictable roles

R bitter wife snd troubled youth. W:Lthin thepe stereotypea, however, Ross : ",.:

Je creates comple::\characters who struggle to .as ert their besiesed

readers, certain symbolic referents. '}I’here."is, for example',‘ the la.nrp in " S

-'»‘,M‘-““(-'— e s e S Y AR e iy v s g \,7”1’ Siia - » x e & ,'\"\.h.".."-i—j 41.:’\;‘3 ‘g—;‘i’h !?.J..x l_,!.! 3.4;: EUTEN
. . . R ‘ B O . . - - [T e AR
. . . R Lo ., . « . - - R I . N P . \ N
. . . s . . . -

'stolid male provider, . L.:-',.‘
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‘ SUN I‘ 'u'humanity".-': The authentic portrai.t of t:he Depression serves ag an extended \ -
‘“ E metaphor for man 8. search for\‘meaning and purpoee.. The stark elemental'
A ' atmosphere of these stories aerves as a perfect context for an: exemi—.l" L
- nation of fundementnl human iseuee of phyeical, spiritual and imagina;tive
i ' R survival. "Thue in "A Field of Wheat" John weepe and his teers are ‘ .l ' ‘
% ; evidence of his lingering internal 1ife his struggle to preserve his -'_"-.; “’. ’
iﬁ ' } humanity. _ So too does the music in “Comet at Night" reveal not en
’ o “ tsolated b.ut a u.nivarsal, eense of regret for the lose of innocence, ) . ‘
. : and an enduring aspiration'fo.r the beaut—i_fni.#*—Snch elements humanize “ : B
R what might otherwise be prediet:able charactets and situations it ie 0 B
aga.in the manipul.ation of extemal and intemal worlds, the tenaion '. " ,:t ‘
: between external role and intemal need, that contributen to the indi- : . ‘
viduality of. Ross P characters.” T ‘ . | | ,
e o 4 One can rank the ehort storiee of Sinclair Ross, in retroepect, N ‘
) without difficulty. Of the ‘three types o story examined in thia stuﬂy. ,‘ - .
- only those examined in the second chapter seem, in generai, seriously : . ' :
N ‘ flawed. With the exception of "The Runawny," Rose 8 etudiea of the : B .-'~
' | m:lsfit reveel an uncharacteristic imbalance between ’the vital elemente i ‘ \
of chatacter, atmosphere, action and meaning. . These failuree, then, .. 4 '.: L '
inadvertently emphaaize Ross e ahility, 80 evident in his atories of » . E
childhood soaring and adult confliet, to fuee, qs John G. Moas notea in ¢ ‘ )
y . his review of Whir of Gold, "the pattern of eVents in each na.rrative‘ - i
% ,'l ".,:L.,". with its thenes, and finely orehestrate(s) the imagery of prairie and ,.‘ .
; a & g Qlfarm—atead in a eensitive correlation with his chataetere emotione anJ © . IJV
S EERRS '.".'.»'.-,exper:l‘enc:ee.;3 This Power to fuse action, c.‘naracter and environment into . 4 %
. " 3o G. Moss, rev. of Whir of Gold by Sigclatr. Rosas “The Fi.ddle-“ EPRN
S head. No. 90 (Summer 1971), P 126. R _ N I
- 3 ~,'; B [T ' S
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one brief brilliant illumination is one of Ross 8 great gift.‘a as LY.
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story writer. I.t ia 8 gift often absent ;Ln those tales of misfits hy

SR
". ' Ross which' have fairlx urban or contemporary aettinga. ’l'here 17 there- :i.“;,
‘ ' fore,. aome support from the atorieq; to the familiar conten ion/, generally N
R prairie heritage. ‘l'hia is not to claaaify Ross aa a regional writer‘ix}‘ .
“‘.:_'_; : ) - any pejorative aenae, but to. locate hia imaginative centr/e;q '..i ~’ : \ L :/’I’ ' 4" )
‘ : .. ' . e :' If anything, ﬁ;:s haa examined qniveraa.l 'problet/ns against the/, LS
: '_" o S auitably dramatic -and elemental backsround of his deeply internalized , ) :
; . ‘. o childhood environmegnt. In his finest atories, he fusea rthe univeraal, '_ ' ‘*
IL' .. ca.imatic rhythms with the human cyclea o£ dream and reality, hope and u j
;". . | | despair, birth and death The ht.nnan atruggle is then i;nfused &rith some- o ",').':.‘,"‘: Y - ’.
' ” . .thing of the grandeur of. the natural world.~ The certainty of the cyclical - |
‘ ‘.;',‘ ‘a‘ "p‘atterna,' of calm after a storm and the rett:rn ,to mondane reality after o
' S .,1‘ . the visionary abaring, is therefore not altogether peaaimistic.~ Rose 5. o
i L melancholy insistence on man ] 1:lmited ro‘;l.e in the universe o; hia | ‘ R
: . | | J in;bility to auat:ain dreanis and c.ntrol hia destin;, is ba.lanced by a’ : **
. § - more hopeful elelnent.. In the b lJ.iant bittereweet tone of theae storiea .é‘
‘ thgre ia Roaa a compassion for :l.e atruggling characte‘i's, there ia his .‘j 7.;
L j:.- - respect for their redeeming caf acicies for. love imagination and andur-::"" - .
- - ance. Rose illum:l.natea the b autiful and the terrible in t\he‘ complex : | ' ._ e
*, .' grandeur of the ‘human apirit His unique= ability to. reveal in orches-’ s
.5: trated, alluaive language the dram.atic in the comonp;.aée, the symbolic 'T%Tr ‘_ﬁ‘
, , | in the llteral, the intemal in the external asaures him a secure repu— «-:: '! ) e “ v
.f ‘ tation as. a maat;;er ‘of thef/ short 'atory,‘ and confi'rma the truth of Robert L | e'f.' g
e Fulford'a ohservation t it "no one can write abont Sinclair Rose e )
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