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"Man’s main purpose," writes von Franz, "is not to
eat, drink, etc., but TO BE HUMAN,"20 and writers like
Frame and Trumbo attempt to identify what such a concept
as being human might mean; to define, in fact, in what
part of our beings our humanity lies. More questions are
raised in this novel than can be satisfactorily answered.
For if our humanity lies in the mind which is so suscepti-—
ble to manipulation by ourselves as well as by others,
how can we learn to protect it from the damaging influ-
ences of our fellow creatures when it is still prey to

illogical fictions of our own?

Love and War are two themes used in Intensive Care to
explore further the fiction—-making habits of humanity.
Both concepts require people to create fictitious states
of mind which will justify the kinds of behaviour asso-
ciated with each. Romantic love is examined as a delusion
which people rationalise as a desirable condition to
achieve. The amorous behaviour of the serenading lover
immortalised by Chaucer 's young squire,21 the lover Shake-
speare describes '"sighing like furnace, with woeful ballad
to his mistress’' eyebrow,"22 along with the effusions of
an Elizabethan love poet following the courtly love tradi-
tion, may vary in aesthetics, but not in kind, from that
of a modern pop singer; the fictional process and the
hypnotic effects which Chaucer and Shakespeare satirise,

remain very similar.

The two themes, love and war, are combined in Tom the
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living stone’'s fantasy of Ciss Everest, who like him is
presented as an image of stasis. Having wasted forty-five
years of his life on his self-induced myth, Tom eventually
returns to England when he discovers at last the fraudul-
ence of war. There he confronts Ciss, his romanticised
symbol of war, and finds that she is not a beautiful young
girl, but a seventy year old tart. Unable to face up to
the fact that she does not recognise him and that his
whole life has been spent on fruitless dreams, he literal-

ly and figuratively smothers her.

Immediately Tom denies that she didn’'t recognise him,
"she knew me all right" he persuades himself. "She had
to . . . where have I been living for the past forty—-five
vears 1if not directly in her shadow.'"23 Denial is a pro-
cess by which ideas unacceptable in undiluted form camn be
reconstructed to comply with an interpretation of the
event preferred by an individual or a group. Tom's
personal denial of an uncomfortable fact is immediately
followed by a collective instance of the same fictional
process. During the evening following Tom’'s murder of
Ciss he watches an old war film on television. The film
offers the same idealised fiction of war as Tom succumbed
to in his youth.

The last scene showed his (the hero’'s) grave

among the poppy fields, a beautiful sight. . . and

no trace of mud. No battle track, duckboards,

shell holes, dead men and horses, trenches, no

decayed fruit at all, shell fall from the
blossoming orchards of war.24



171

The fictions which disseminate romantic ideas of love are
satirised here, along with films which idealise heroism in

war by interpreting horrific slaughter as patriotic and

glorious deeds. The fictions surrounding war are very
power ful indeed, as Godfrey Rainbird points out in Yellow
Flowers. Although you curse war, he comments, '"once you

get the hang of it you love it,"25 and Tom adds that he
kills because there was company in the killing and he
liked company.26 Clearly the fictional motivation for
countenancing and carrying out appalling acts 1is often
casually arrived at to meet small personal needs, which
take no account of the harm done to others. Once they have
invested enocugh of themselves in the fictiocnal need to
kill, people cannot afford to reassess such irremediable
acts, especially if there is doubt about the legitimacy of
the cause. Human beings find it much more comfortable to
maintain the fictions with memorials, statues, ceremonies
and similar collective assurances that insist they did not
kill in vain. Politicians rely on emotions like these,
and the fictions they generate, when implementing doubtful

policies and embarking on questionable wars.

War is a collective fiction which, it is emphasised,
is handed on in many ways from one generation to the next.
Several of these are noted when Waipori city finds it
necessary to erect a new war memorial to celebrate the new
dead of The Second World War. Statues are useful objects

only for annual deposits of wreaths and daily deposits of
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pigeon shit, and Waipori city is tired of statues. An
alternative is chosen and the Governor General, deputising

for the Queen, who preferred fishing at the lakes to

making the Waipori hotel famous for its ‘'"royalty of
plumbing", is unable to find an appropriate new poem for
the occasion. The Governor GBeneral had wanted something

which would refer to the newly dead, while also expressing
"simple faith"” in the work and destiny of a soldier. New
verses, which, like the old, are all fictions, speak of
the dead as "neither heroic nor at peace," as the Governor
General wanted, "but simply dead.'"27 The crowd, however,
conditioned to be susceptible to all such fictions is
impressed with Rupert Brooke reworked and stands hushed in
response to the beautiful poem which exhorts the young to
continue the fight, "take up the quarrel with the foe /to
you from failing hands we throw/the torch . . . And so

forth.'"28

This re-write of the poem coupled with the narrator’'s

irony exposes the essentially martial theme of the origi-

nal, concealed beneath 1its romantic tone. The whole
parody, with which the novel emphasises how fictions of
war are promoted, perpetuated and encouraged, concludes

with the Governor General ingenuously further contributing
to the fictions by declaring that it is the boy scouts of
the nation who grow up "to become the young shining-eyed
men," gloriously ready to sacrifice their lives in defence

of freedom and democracy. This whole sequence of the
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novel shows how fictions such as memorials, poems,

statues, ceremonies, and youth groups, fired by certain

kinds of idealism, are used to condition in innocent young
men lust for glory. This impulse is then tapped to legi-
timise the waging of unnecessary wars to satisfy power-

hungry politicians. Virginia Wool+4 also confronts similar

issues in Three Guineas, and uncovers more related martial

In Adaptable Man the <cyclic patterns of human
fictions are identified through the reworking of mythic
material. Edge suggests that human beings should re-
examine their attitudes towards "nmew armies. . . training,
marching, practising manceuvres."30 Isn’'t it time to face
up to the fiction that this is peace? the narrator ques-
tions ironically, or are armies like lizards, part of a
primordial process. Is their resurgence inevitable like
the regrowing of a lizard's tail® War , the novel points
out, is conditioned into people, just as is the notion of
romantic love, which Yeats holds would be no more "than an
animal hunger but for the poet and his shadow the priest.”
31 These latter two, poet and priest, now stand in line
with an increasingly long list of sources which nourish

modern fictions.

The irrational passion which Colin Torrance, Tom's
grandson, manipulates himself into is another example of
individual fiction making, which is centrally placed in

the middle section of the work. Colin himself feels as if
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he is partly blind, which of course he is, for, like Tom,
he 1is besotted with a woman who appears foolish and
unappealing to all eyes but his own. von Franz describes
and explains the "one-sidedness" which makes people lose
their balance in this way.32 Parts one and two of the
novel show how human beings interpret and reinterpret
events and situations as they would prefer them to be,
constructing fictions to block out or deny what they do
not wish to face. By replaying an action over and over in
their minds, people gradually shape them into fictions
with which they can live. Imagination, fantaéy and
escapist fictions are used to re-fashion an item which
will become memory when it is finally tailored to fit the

needs of the individual.

The work’'s final section concentrates on the horrors
of escalating psychic manipulation which the modern world
already condones. Many of the acts outlined as projections
of a repressive and frightening future describe macabre
events which have already taken place. Television now
uses mindless programmes as a means of social control: its
ability to shape people’'s responses and to present one-
sided or unbalanced arguments is an accepted fact of
modern life. The atrocities projected for deciding day,
and others to be carried out as a consequence of the Human
Delineation Act, are all brutalities which, prompted by
their fictions, human beings carried out on each other

during the Second World War. Even the horrors reminiscent
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of OSwift’s "Modest Proposal" which Milly outlines are
almost all things which have already come to pass. "I
wonder which?" she questions "will be . . . sent to fac-—

tories to be made into shoes and shoelaces and lampshades
and even teacups and saucers."33 Human beings use their
fictions to programme and condition themselves like
Pavlov’'s dogs, as well as to condone, excuse, deny, alter,
reinterpret and now to manipulate and destroy on a scale

massive enough to ensure the obliteration of the entire

human race.

Language, which 1is the medium we use to conceptua-

lise and express all our fictions, is featured prominently

in Intensive Care. Not only is it used negatively by
human beings, as a weapon to manipulate each other, but
its positive communicative functions remain limited. The

crudity of language as a means of interaction between
complex human beings 1is a recurrent theme 1in Frame's
works. Through Milly's special spelling, she points up
the one dimensional aspect of words, emphasising that they
are only arrangements of hieroglyphics on a page or units
of sound strung together to represent a concept. At best

they are in themselves no more than identifying labels, or

naming devices, not really part of the constructs they
serve, although they generate powerful emotions through
association with the concepts they name. This power of

language to shape and colour our views of life is noted by

Scholes, along with other concepts such as 'space, time,
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causality, and society,"34 which also act as filters on

our perceptions.

Colin Monk is aware of the "Black water," that lies
beneath the ice over which words and phrases are sent
skimming. 35 Both he and Milly repeat the slogans and
jJingles used to promote the Human Delineation Act. Colin
even becomes part of the system he advances to the point
of himself offering automatically the platitudes when
required. "Naturally, its the only way, the only solution,
as I see i1t . . . I mean, looked at objectively . . ."36
Milly never becomes a victim of the propaganda in this
way, for of course it is towards powerless people like her
that the propaganda is directed, and she always retains
her ability to consider each point in her own serious
straightforward way. Whereas Colin, whose function it is
to manipulate others, ends by succumbing to his own propa-

ganda and manipulating himself.

Milly also becomes a vehicle for examining the
discrepancy between the denotations of words and the
intentions with which they are used. When her parents cut
down the Livingstone pear tree in spite of all the grief
they know it will cause her, she is puzzled by their
readiness to comfort her in her sorrow and, thrbugh their
words of solace, to disclaim their involvement in the
destruction of the tree. Translating their comforting

phrases for herself she concludes that what the words
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really mean is that "we took our circular saw and our acks

and our vyellow earth masheens and chopped (it) off the
earth."37 When people weep and grieve and say "mothing we
can do will bring (it) back," do they really mean some-
thing quite dj{ferent, she wonders? People, she concludes,
are not what they pretend to be, and "words are cruel,
deceitful liars."” Thus Milly emphasises the vulnerability
of language to misuse and to misinterpretation, identi-
fying it as both cause and effect of psychic engineering.
The point is emphasised through the quixotic shifting of
attitude which Colin Monk undergoes in response to brain-

washing.

Finally, Colin is truthful with himself, acknowledg-
ing that his first error was to accept the fiction of the
Human Delineation Act and sign the oath of agreement.
Ever since, he has become a slave to the escalating
fictions which have been required to maintain and develop
his original rationalisations. However, once having opted
in to such a horrifying proposal, it is very difficult
for Colin to manoeuvre himself out. He is ironically
caught up in having to contrive fictions to keep himsel+f
alive, which would previously have brought him certain
death. In an ironic reversal of priorities, the social
fictions which sought to create a supremacist race of
"Beautiful New People" are replaced by a fiction which
elevates the deformed, the outcasts, and the defective as

the new elite. This point returns us, figuratively, to the
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comments from R.D Laing, with which the chapter opened.
Perhaps modern society, still in the aftermath of two
world wars in this century, is already elevating the
psychologically maimed as its elite. Milly’'s dream might
suggest so. The final message which it contains, however,
is a positive one for the human race, for it is Frame's
habit to offer a negative view, against which the reader
is challenged to supply the positive alternative. As
Annis Pratt contends many women are currently writing in a
way that makes us "look at the worst in order to dream of

the better."38

In Milly’'s dream, Sandy the reconstructed man accuses

her of choosing to live in a "deprived forest," where the

trees are no better than living -~ posts, like Tom, the
living stone. "The trees have their heads cut off and
their nerve endings . . . tand) will not fruit or experi-

ence any seasons or learn to reach beyond themselves to
shelter birds and other creatures"39 The metaphor, which

is Milly 's dream, suggests that human beings are like the

maimed trees, but have perversely chosen to 1live as
though they were in a deprived environment. Laing holds
that "the ordinary person is a shrivelled, dessicated

fragment of what a person can be."40 The novel is reiter-
ating the Platonic theme inherent in much of Frame’'s
earlier works, that human beings continue, through their
fictions, to mistake the shadow of life’'s possibilities

for its substance. Sustaining themselves by their ill-
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conceived, fiction making, human beings thus continue to
settle for a limited material existence "in a deprived
forest,"” imaged by the stunted headless trees of Milly’'s
dream. This 1is the alternative they choose instead of
developing their minds and imaginations in creative and
humane ways, allowing their full humanity to be achieved

through strong psychic growth, symbolised by the Living-

stone pear tree.
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The fictions human beings create to make death toler-
able, along with those they adopt to control and manage
life, are the major concepts explored in Daughter Buffalo.
0f all the fictions human beings employ to delude and
comfort themselves, those built up around the fact of
their mortality are perhaps the most extensive and well-
maintained. Daughter Buffalo, which has been described as
a long meditative essay,l is centrally concerned with
death and with the fictions which surround it. Although
the conscious mind, as Yellow Flowers indicates, is
limited by death and its shadow, the subconscious, the
mind, even in its limited waking state, enjoys a freedom
not available to the body and the physical world in which
it exists. The functioning human intelligence 1is not
restricted by physical, temporal and spatial abstractions

which the 1living psyche can instantly transcend; and

artists, especially writers, have long capitalised on this

phenomenon.

Turnlung, the artist narrator, projects himself
psychically, in the manner of fiction writers, into the
United ©States to study the fictions of death. There he

creates the character Talbot Edelman who is also a student
of death studies. Turnlung chooses the U.S.A. because the
American approach to death is more "advanced" than it is

in other countries. In America, death has been '"domesti-
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cated” by the fictions with which it is made supportable.

Turnlung’'s projections also juggle with modes of
reality alternative to those controlled by fictions of
time and space. His main concern is to encourage rethink-
ing of fictions which separate death from 1life. Human
beings construct elaborate fictions to deny their mortali-
ty, conveniently forgetting that it is the denial that is
fictional and mortality itself a painful fact. Daughter
Buffalo also touches upon concepts alternative to those
which are currently adhered to in the management of 1life.
Habitual and enclosing concepts related to the physical

body continue to hamper the mind.

As Borges phrases it, "a system-is nothing more than
the subordination of all aspects of the universe to some
one of them."2 Fictions which insist that life must be
perceived in terms only of polar opposites, linear
thinking, hierarchies of knowledge, separate disciplines
and chronological time, can be transcended allowing new
structures, alternative realities and original ways of
thinking and being to emerge and be considered. Such
liberating possibilities are available to all human
beings, but more immediately available to the artist,
whose mind is less rigidly patterned than most human

minds, and more attuned to lateral thinking.

Even the words he uses to write with, Turnlung

explains, "are part of the great deceit and confusion,"
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involved as they are in the fictional arbitrariness of

chronology and linear time.

I imply that we move from There to Here, that we

look backward to the past and forward to the

future, but I could Just as easily say,

convincing mysel+, that we move round and round

the source and the fountain. How we suffer from

language. 3
Life is presented as a picture enclosed within the
confining frames of birth and death. But Edelman dreams
he 1is enclosed by stone walls and confined by a canopy
like a placenta, which becomes, rigidly, a stone placenta.
These confining structures metaphorically represent the
fictions which human beings have set in place to help them
define and control their lives and the material world in
which they live. People become sco accustomed to these
imaginary and arbitrary concepts, with which they attempt

to make sense of the world, that they begin to act as

though their +fictions are real.

Time, causality, society and language itself, are all
fictions through which the world is filtered.4 But people
behave as though these fictions are actual, concrete,

objects rather than convenient abstractions.

While attempting to free knowledge and imagination
from the structural fictions of life, which t?nd to be
conceived as opposing forces, the novel also, wiFh some
irony, gains its central tension from the polar atitudes

to death represented by Turnlung and Edelman.
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Talbot Edelman, a vyoung American doctor, is the
imaginative projection of Turnlung, called into being by
his interest in people‘'s fear of mortality. He records

the disguises and subter fuges humans develop to protect
themselves from facing death. Using the mind’'s facility
to by-pass time and space, Daughter Buffalo investigates
current social and cultural attitudes to, and measures for
dealing with, death and dying. There are three aspects to
this function. Turnlung first describes how people grow
into a mental and emotional understanding of death as a
physical state and as an abstract concept. This is
followed by an outline of the way in which the body
prepares automatically for death, by reducing its physical
activities and slowing down all its mechanical function-
ing. Finally Edelman shows how human beings socially
react to death and the measures they have set in place to

deal with it.

The fictional range of outer positions towards death

currently evident in Western cultures is described by

Turnlung. He outlines how people acquire and develop the
concept of death, from their first introduction to the
topic, until their adult understanding of it is complete.

Childish reaction to each encounter enlarges one’'s know-
ledge by adding new aspects to it from each subsequent
instance. Mature acceptance of death is a cumulative
process. From each instance of death to which he is

exposed, however , Turnlung also gains some understanding
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of the "failure of the living;" for their responses to
death are structured and contained. Patterns must be
followed in the management of emotional as well as physi-—
cal responses to death. Genuine grief must be suppressed,
while artificial surface emotion expres;ed in response to

melodramatic stimulation by the media, is acceptable.

Finding a dead cat in the bushes as a <child is
Turlung's first experience of death. This animal death is
followed by experience of a human death when his grand-
father dies soon after. From these he learns that there
are hierarchies of death, for the socially maintained
power structures insist that "the extent of being," rather
than the extent of loving is what matters, "when aids to
memory are being planned." A loved animal therefore cannot
be celebrated more than an unloved human.5S In their
attempts to make death acceptable the social fictions
which enclose it also emphasise speed in the management of
death. For that reason, it is not until he unexpectedly
sees his grandfather 's glasses, seven years later, that

Turnlung is able to confront his personal grief.

In his catalogue of death experiences, Turnlung notes
that the toll taken by volcanoes, earthquakes and other so
called "Acts of God,"6 has been given new dimensions with
the immediacy offered by radio and television. "It is not
the birth explosion, but the death explosion, he comments,
which now "threatens to bankrupt man of all that makes him

human, "7 for people can no longer respond to the
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uncountable number of deaths with which they are daily

confronted.

An accident, followed by a murder and a suicide 1in
his own community, teach Turnlung, that shaped and
conditioned as they are by the media, the community expend
more energy on the histrionics of sensational death than
they do on caring for people when they are alive. Murder ,
followed by suicide, offers a comforting release to the
parents of a retarded boy, who can find no caring person

to look after their son when they die.

All these 1incidents point to "the failures of the
living" in their responses to death. Turnlung notes a

similar failure of his own when he remembers his Aunt

Kate’'s death. From the distance of his own age he can
relate now, as he couldn’'t then, to the small wishes
expressed before dying, by this woman whom he admired but

didn't like.S8

Turnlung describes two bizarre events which occur
simultaneously in his town. While two copulating dogs
become involuntarily yoked together on the ground, the
body of a linesman is noticed adhering to the electric
cables overhead. Turnlung feels imprisoned by what he has
witnessed, for it points up the fact of human confinement,
and the arbitrariness of natural processes. The physical
boundaries of life and death are emphasised by the

jJuxtapositioning of these two acts; copulation, which
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initiates life, and dying, which is the prelude to death.
"Why," Turnlung questions, "need loving and dying be such
a state of prolonged attachment?"9 As a result of the
fictions which human beings have produced to control
loving and dying, these two states, which should be
simple, harmonious and complementary, have become complex,
dissonant and separated. Modern fictions and the physical
measures which they give rise to are on the one hand,
making of sexual intercourse a circus performance, a
variety act; and, on the other, robbing the living of
their necessary intercourse with the dead. Cemeteries,
Turnlung used to find, were a haven from the "attachments
of living;" but cemeteries take up too much space, and the
dead must be dealt with in more economical ways. "There
is no place now for the dead, or for the living to learn

what the dead may teach them."10

"Literary deaths," are explained in relation to a
headmistress friend of Turnlung’'s who, as a child, learned
to cope with the death of her sister through the consoling
effects of poetry. The poets provide convenient mental
compartments in which to close off emotions and make death
suppor table. Moreover , the facility of words allows the
young girl to expand her "rather thin dull grief to an
impressive maturity." Words to flesh out the feelings, no
longer have to be groped for; the poets provide them all.
The concealing mandate of words is thus pointed up, for

words need not describe and pin down actual emotions or
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events, but are used to inflate or minimize, according to
the whim of the recorder, simply because they are avail-
able. What IS then becomes what it is chosen to be. "I

discovered that by reading poems I could put my dead
sister. . . wherever the poets chose to put her,"11

comments Turnlung’'s friend.

Poetry, however, fails the woman when a second sister
dies ten years later. Because her poetic spending on the
first death had been so extravagant, she finds she has
"little to give the new hungry death" and is faced with
literary bankruptcy. This experience enables her to
detach death from the fictiomal concealments of literature
and to replace it, where it belongs, within the mutable
pattern of proliferation and‘decay. The process continues
"naturally beyond the act of dying through the cycle of
putrefaction, maggots, sculptured weathered bone, to fresh
grass and yellow buttercups."12 This link with nature has
been "fictioned" out of existence in the large American
"cities of pursuit," which have transformed death into a

marvel "of cleanliness and concealment and dispatch.”

Identifying himself in the prologue to the work as an
elderly man waiting for the approaches of death, Turnlung
muses on the mechanics of the death process and its
effects. "Socon my life will run out. . . soon I shall give
up the first and second hand furniture of memory, I shall

live in a hollow house. I shall be among the dead."13
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Contemplating the changes death will bring, he recounts

the inevitable movement of the body towards death as its

mechanisms wind down and prepare to stop; "death will. . .
tamper,"” both before and after the event; "soon," he
comments, "we shall be lovers lying in tune at last."

In this review of the ways in which his accumulating
experiences become synthesised into a mature understanding
of death, Turnlung has inevitably touched upon some of the
fictions with which human beings attempt to tame this
elusive and uncontrollable aspect of life. The work now
goes on to examine the socially-engendered respoﬁses to
death and the fictions with which they are maintained.
These are recounted through the experiences of Talbot

Edelman, who becomes a student of death in protest against

family evasions in life. Edelman is from a comfortably-
off Jewish family, what he describes as a '"smooth, rich
and clean'" family. Uncovering the fictions which conceal

his father 's background, he is shocked by the family’'s use
of "the clean garbage disposal unit,"” to erase uncomforta-
ble memories. Another shock follows when Edelman discovers
that his grandfather 1is still alive, and because he
doesn’'t fit in with the fictional family image, has been
hidden away in a nursing home. In reaction to these
evasive fictions, when his grandfather dies, Edelman

changes his medical major to death studies as a protest.

It is not long before Edelman himself becomes

involved, not only in collective social evasions, but also
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in developing evasive fictions of his own. Although he
professes to have a deep affection for his dog Sally, for
example, he performs almost every possible kind of mutila-
tion on her. These physical operations are analogous to
the psychic mutilations human beings carry out on their
families and friends, while still, like Edelman, maintain-
ing and believing their fictions of love for them. When a
child patient dies, a sexual encounter with his friend
Lenore 1is required as an affirmation of 1life. The death
brings them closer "than even their loving." Showing an
awareness of the fictions and their camouflaging func-
tions, Edelman comments that: "after the death, there
seemed to be no other place to go except to love as a way

of hiding from death and. . . "14 from themselves.

Deaths are experienced by both men as a '"succession
of loves,"15 but most of Edelman’'s deaths are hospital
deaths, "marvels of cleanliness, concealment and dis-
patch."16 Even the one automobile accident which he
witnesses seems like "an instant accident, package deal
like cornflakes," because the bodies, blood and wreckage
are so quickly removed. While studying "field" deaths on
another occasion, Edelman finds a man dying on the street.
This death shocks him because it doesn’'t fit into his
concept of death as instantly disposable. More shocking
still is the prevailing mood of the people on the street
which prevents him from acting appropriately as a doctor.

Instead, he finds their behaviour shapes his mind to grope
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for the now familiar means of instant disposal.17

In a sardonic juxtapositioning of events, the arrival
is described of a man and his dog, which chooses just that
moment and that spot to defecate. The man produces a
scocp and a plastic bag into which he transfers the dog’'s
excrement. This incident is followed by the arrival of an
ambulance into which the corpse is tranferred after being
quickly scooped up by the stretcher men. The placing of
the two actions side by side accentuates the association
of death with offensive wastes from the body which -must be
quickly disposed of. The emotionlessness of the procee-
dings depresses Edelman, whose own lack of compassion
confirms that what he is learning from death is evidence
of "the failures of the‘living.“IB Encountering a wounded
man on the street, shortly after, Edelman’'s reaction is
similar, for he feels angered by the untidiness and incom-
pleteness of the death he finds in his street studies.
These uncontrolled deaths threaten the stereotyped
attitudes which Edelman has himself already absorbed
towards death. Re-enacting the scene later in a dream, he
places the man securely in hospital, attended appropriate-
ly, "as we like to attend our dying," with a scaffolding

of bottles and tubes.19

When Sally, Edelman’'s dog, dies, the vet he phones
for help insists that the body be sent to the "Dog’'s

Heaven," thus uncovering another well-developed set of
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fictions. Edelman’'s decision to keep Sally‘s body for
dissection wupsets Lenore, who considers Sally as their
child. Investment of emotion on animals, and the fictions
which accompany and legitimise it, are again implicit in

this small interaction.

Turnlung and Edelman eventually meet and their mutual
interest in death leads to friendship. They make excur-—
sions to the Natural History Museum, on their first outing
there examining imprisoned animals confined by death. On
the second they visit the Zoo, where the cages which
contain living animals give substance to the metaphor of
life as an enclosure. These episodes parallel and enhance
Turnlung’'s earlier metaphor of the dogs become rigid in

life and the linesman become locked in to death.

When Turnlung dies, the novel describes Edelman
ritualistically denying his friend three times. This
demonstrates the tradition of building new fictions on
those already established. Edelman retracts an offer made
to have Turnlung share his apartment;20 he directs the
ambulance men to "take him to the mor tuary. . . as an
indigent,"21 and, finally, tells the mortuary attendant
that he had "never seen him" before in his life.22 These
denials are doubly ironic because they demonstrgte how far
Edelman has been influenced by the fictions which maintain
death in its place apart from life. His initiation into
death studies was 1in protest against the fictions his

family adopted to deny his grandfather, and he now is
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perpetuating similar fictions.

The dream which follows describes Edelman as confined
by stone walls and a stone sky, but the place becomes
crowded with people who, in a dream within a dream, slowly

auction off all his physical and emotional attributes

until "The last curse. . . that of uselessness" is now
upon him. He feels nothing, and feels he is nothing.23
In his dream Edelman undergoes a speeded-up, fantasy

version of the physical preparations for death described

by Turnlung, but his lasting sensation is one of peace.24

Edelman has been shown to resist life and to withdraw

from death. Turnlung, knowing that it is a solace, a
refuge, and 'a reward at the end of life, has learnt to
accept death as a natural part of existence. Life may be
full of promises which it may or may not fulfilj; death

offers nothing, promises nothing, but makes no demands and
asks nothing in return. Human beings are afraid of death
or rather, Turnlung notes, they have turned against it.
To survive in life all bodily functions undergo a change
at birth. In the watery pre—-natal environment the human
foetus is "against breathing," and must turn its lungs
towards the air at the moment of birth. Turnlung believes
that this process must be repeated to accommodate to
death. To die naturally, human beings must turn again,
now towards death, developing those functions which are

appropriate for death. "all messages from the country of
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death," he comments, "convince us that our final role must

again be that of turn coat."25

The physical veracity of his narrative is of little
significance, Turnlung assures the reader. What does
matter, he asserts, is that death is the meeting place;
"squamata, sauria, serpentes" all meet in the sanctuary,
the heliocentric place of stone light. Turnlung has
attempted to make accommodation with death by preparing to
defend himself against the onslaughts of time. But death,
he finds, is like an exclusive club for which tests must
be passed and nothing can be prepared for. His reactions
to the American way of death are, finally, sceptical; it
is a series of fictions which are all inadequate. Death
remains "a - consuming mystery, the game to discover the
secret, the game of trying to identify the last silence
and hardest of all, the game of learning to accept and

love the silence.'"26

No contract can be made with death, except an
imaginative one, and "therefore the place to search for
the clauses of the contract is among the arts."27 The
process may be assisted by language which in time may give
up the secrets of life and death leading us through the
"maze to the original word as monster or angel. . . "'28
This idea has its allusive origin in the logos of 65t
John ‘s Gospel, which is, of course, another narration of
events, way of looking at situations, view of life, inter-—

pretation, or fiction. Behind and beyond this figuratively
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"original" word or logos, wused in the sense of divinely
inspired message, stands a whole series of literal
instances of the "worg", which represents the discovery
and beginnings of communicable speech, as original

referend, symbol and source of language, in many different

parts of the world.

fictions which determine the modes of reality human beings
commonly inhabit. This is done by emphasising the latitude
of the artist to depart from these fictional abstractions.
Turnlung, for example, emphasises that the 1literal
veracity of his narrative, in terms of acceptec temporal
and spatial configurations, is of little significance. In
fact doubts are cast on this aspect of his story from the
inception of the work. Claiming to be recounting the
details of a visit made to the United States ten vyears
previously, he discloses that a writer friend reminds him
that he has never left his native New Zealand, except in
his imagination.29 It is then revealed that, although
Turnlung has written to Edelman at the New York hospital
where he is supposed to work, all the letters have been
returned by the dead letter office. Moreover, although
TJurnlung subscribes to a medical research journal, hoping
to find references to, or articles by, Edelman, no trace
of him can be found. Turnlung comments that, although his
writer friend remains sceptical of the "reality" by which

he, Turnlung, records his encounters with Edelman in New
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York, his friend was wise enough not to try to define

"reality".

These points indicate that Turnlung’'s New York

experiences may be on a different plane of reality

altogether from the literal. The mind is not confined to
an outer reality of time and place, in which going
somewhere requires physical movement. Journeys of the

mind can be accomplished instantly with no appurtenances
but the mental luggage of the traveller, and this fact, of
course, is the basic tool of the novelist. What matters,
according to Turnlung, is that he has what he gave,
"mothing 1is completely taken; we meet in the common
meeting place in the calm of stone, the frozen murmurs of

life. . . in the sanctuary."30

Edelman, like Turnlung, is ambivalent about the scale
of "reality" on which the experiences and events he writes
of are said to have occurred. Placing them in a time "one
summer ,"” he claims that though he is mot a dreaming kind

of man, yet the circumstances "appear as a dream".

Edelman then considers. the capacity of the mind to
offer habitation to consciocusnesses other than 1its own.
If he exists only as a character in Turnlung’'s imagina-—
tion, how far can he be said to be real? If Turnlung
shares his mind with others through the pages of his book,
does this <chared figurative identity give added life to

the projected image, and if a human being or a character
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in a novel is given living space in the minds of others,

does this guarantee them a degree of substance?

In spite of the scepticism of others, Turnlung
asserts that he holds fast to his reality, for "with all
the cunning of jewel thieves,"31 human beings bhave a
tendency to "ransack one another 's reality." Warrying
that Turnlung and Sally may find no moment of sanctuary in
death, Edelman leases part of his "life and memory to them
where they remain, and where Daughter Buffalo grazes as if

she grazed upon miles of prairie."32

Writing of Janet Frame’'s next novel, Living in the

Maniototo, Patrick Evans comments that

it operated in the rarely-visited area that lies
between our eyes and the page. No one knows
fully what happens when we read a novel, what
intimacies occur in the contract a writer makes
with each of her readers.33
Daughter Buffalo
not only with regard to the contract between writer and
reader, but also with reference to the contract the writer
makes with herself and her characters. It demonstrates
the power of the writer, and the willingness of the reader
to accept the imaginative projections of the writer, even
when the substance of the characters is called into
question. Not yet finished making demands on the reader,
Frame adds another twist to the fictional licences she has

already taken, for Turnlung ends the novel imaged as a

figure in the painting "Noon", purchased by Edelman’'s
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father and sold by Edelman to an unknown bidder.

As he describes himself standing on the beach in the
full noon—-day sun, Turnlung comments that he has no
shadow, nothing has shadows in this neon sun.34 This
absence of shadows is significant because the shadow is
the guide or medium through which one discovers the self.
Integration with the shadow is a necessary preliminary to
becoming a fully-integrated adult. Turnlung sees death
and life as part of the same unified process. Edelman
has been conditioned through social fictions to remove
death from its natural state and to regard it artifizially
as being separate from life when in fact i1t 1is 1life’'s
shadow. The novel points out that most human beings,
apart from artiéts, have cut themselves off from their
ability to "psychify" or tune—-in to nature and the cosmos.
The Daughter Buffalo of the title appears to be related to
the emergence of the self¥, for in Jungian psychology, an
animal image is frequently used to represent the self,

The relation of the self to all surrounding na-

ture and even to the Cosmos probably comes from

the fact that the "nuclear atom" of our psyche is

somehow woven into the whole world, both outer

and inner. All higher manifestations of life are

somehow tuned to the surrounding space-time con-

tinuum. . . The "inwardness" of each animal
reaches far out into the world around it and

"psychifies" time and space.35

The final image of Daughter Buffalo, who represents
the liberated mind, the "nuclear atom" of the psyche, is

of her grazing freely "as if she grazed upon miles of

prairie."36 This is a positive image, indicating that the
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mind can indeed be liberated to range freely and to regain
its intended contact with nature and the universe. Humans
will then discover that what death offers the living, at
the end of life, "squamata, Ssauria, serpentes;" 1is a
resting place in the shade, a refuge, finally; a sanctuary

from living, away from the heat of the '"terrible noon

sun. "37
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CHAPTER ELEVEN

According to the interpretation of Janet Frame's

novels put forward in this thesis, Living in the Manioto-
to, marks the conclusion of a stage 1in her fiction
writing. Representing the final work in a series built

around the theme of psychic exploration and its relation
to artistic development, the intentional and unintentional

fiction-making of human beings, is its major focus.

This novel demonstrates the culmination of -skills
painstakingly developed by the initiate artist through the
unfolding of all Frame's previous works. It presents the
now skilled writer firmly in control of the techniques of
her cra+ft, but still,- like everyone else, susceptible to
those inadvertent fictions which, without invitation,
arrive to shape her life. Alice Thumb, the fully developed
artist like all human beings, and especially all writers,
is a compendium of personalities, a kaleidoscopic synthe-
sis of the many potential selves who make up her charac-—
ter. Mavis Barwell/Halleton is the THIS world identity,
while Alice Thumb, assisted by Violet Pansy Proudlock,
ventriloquist, is her creative personality. Her novels
are about characters drawn partly from the inner store-
house of her psyche, and partly from original entities

which she absorbs from the outer world.

Alice Thumb, sister of Tom, and perhaps related to
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Alice in Wonderland too, can speak with many voices; she
loves to gossip and tell ALL. Lance Halleton and Lewis
Barwell, the two buried husbands of her Mavis persona, may
or may not be more of Alice Thumb's fictitious encounters,
for she notes at one point that only her Alice Thumb and
Violet Pansy Proudlock masks are real. Those two she
compares to the metaphoric blankets of words defining the
warm, shel tered, private world of the artist during her
time of creative activity. Commenting on the deal tables
which are imaged in Wuthering Heights, and at Lowood Hall,
in Jane Eyre, she points out that they are real only in
fictional terms. Referring to herself, the narrator admits
that she, like them, is not real, at least while she is
writing, except - in her Alice Thumb or Violet Pansy
guises.1 All her other iaentities, she implies, are only
fictionally real. This point, however, may refer to the
fact that authorship, at least in Borgesian terms, is a
transformation.?2 That is, the writer undergoes a figura-
tive metamorphosis from individual man or woman into
author. Authorship itself is a protean role, and during
the time of artistic engagement at least, the author's
personal identity is no longer required. Alice/Pansy, as
the working author persona, closes off her outer world
selves and centres her entire consciousness on her

identity as an author.

To write, Borges believes, is not to express oneself

as a human being, but to realise oneself as an author.3
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What an author is, is determined by what one writes,
rather than what one writes being determined by what one
is. 4 Readers encounter, not individual men and women,
but only authors. The author, as literary voyager, passes
from being an individual human being into being an author.
Alice Thumb represents the culmination of this literary
journey through all Frame’'s novels. Although Daphne,
Istina, Zoe/Thora, Vera, Godfrey, Malfred, Naomi, Milly,
Turnlung and now Alice, are individual characters interac-—-
ting as separate identities in their own lives and circum-
stances, there 1is also a sense in which some of them at
least act as composite characters, building wupon the
learning experiences of those that have preceded them.
For most of them; to some extent, are i1nitiate artists,
exploring, in Alice’'s words, their possible and impossible
identities S5 in the process of creating themselves as

artists.

However, as Frame's earlier works have pointed out,
most human beings are neither aware of the identities they
display nor of the fictions they create. Alice, the
cunning manipulator, is more aware than most, but is also
constantly attentive to the possibilities of hoodwinking

and deceiving her readers.

By the time that Maniototo is reached, Alice Thumb
and her cohorts are comfortable with their myriad possible

‘and impossible selves. "Which self am I?" she ponders

from time to time. Alternative identities in the mind of
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the artist, have more vigour and persistence as they
jJostle and push for recognition, than they have in the
minds of other people who are less inclined to be atten-
tive to them. Alice Thumb, the competent, fully-fledged
artist, has learned many valuable lessons on her journey
of artistic development. She knows now, when to listen
and look, when to shape and mould and when to adopt

Joyce’'s position and stand back pairing her fingernails.

Most of the action on the artist’'s journey of learn-—
ing has taken place on the unidentified plain of the mind,
which is only now named and finally given substance in
this novel. Defined as the inner psychic world where all
human beings live with themselves and where the artist
forges her creative offerings, the Maniototo is, however,
an ambivalent concept. The site of bloody, internal
strife on the one hand, on the other, it offers the writer

a warm refuge away from the cold winds of the outer world.

The Maniototo is therefore associated with THAT inner
world of the mind where Frame’'s earlier characters strug-
gle to give their ideas substance so that their artistic
voices may be heard. The artist figure in each of Frame’'s
novels is depicted in the process of initiation, each
facing a different set of learning experiences and at a
different stage of artistic development. All travel
through the psychic underworld and describe the pitched

battles fought out on the psychic frontline, as the artist
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learns the creative skills of seeing, interpreting and

communicating.

It is clear that the cluster of identities repre-
sented by Alice Thumb has absorbed all the lessons of her
Frameian forbears and used them to transform herself into
an author. In this process of transformation, people and
events from earlier works emerge and recede in subsequent
works, either as themselves, or as faintly familiar
voices. The instances when characters and situations are
translated from one plane of reality to another may be
outlined in three ways. The first is internal to the
novel and occurs when one aspect of the narrator 's outer
world is translated or seeps its way into Alice’'s narra-
tive. This is demonstrated when Alice Thumb’'s character,
Theo Carlton, suffers a stroke similar to that experienced

by Lewis Barwell in Alice’'s outer, Mavis, world.

Translation of a second type occurs between novels,
when characters from one work turn up in another, as for
example when Toby Withers from Owls reappears in Edge.
Resemblances between characters from different novels are
also evident, for echoes of Istina Mavet reverberate

through the following poem from Alice’'s novel The Green

Fuse. Alice writes,

As the snow’'s diminishing became certain, I learned again
to survive,
I found food served by the repentant blossoming wood.
And then, my blood-colour furled, I flew to the highest
bough and I sang
in detail, without violence, a civilized version of
my story.é6
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These 1links between characters are exemplified by this

poem, for a mature Istina Mavet could well be its author.

Finally in a literal extension of the fictional first
instance cited above, translation also occurs from the
writer 's own life to her writing. This aspect of transla-
tion is of some significance to Frame’'s fiction, for many
critics, notably Patrick Evans,7 initially defined her
early works as autobiographical. Biographical facts in a
literary work, according to Sturrock, require a literary
explanation. Once they have been chosen, they pasé from
life to literature and their meaning changes, for they
have been set into a structure.8 It 1is, however , only

necessary to read Frame’'s autobiographical work To The

|~

=
land alongside its fictional counterpart Owls to appre-

ciate the artistry of that transformation.

Another writer, Jerzy Kosinski, whose work has been
similarly classified as largely autobiographical, writes
What we remember lacks the hard edge of fact. To
help us along we create little fictions highly subtle
individual scenarios which clarify and shape our
experience. The remembered event becomes a fiction,
a structure made to accommodate certain feelings
. . . If it weren’'t for these structures, art would
be too personal for the artist to create, much less
for the audience to grasp.9
Kosinski, therefore believes that even if the writer
intends to write an autobiographical work, the procedure
is subject to memory, which is not only selective, but

also itself a fictionalising of experience. Moreover, the

ordering of experience as required by the conventions of



writing, further distances the end product from the ori-
ginal event. No art can be entirely original in Frame's
view, art by its nature is a recapitulation or a reforming
of an experience, at least twice removed from the actual,
but not, on this count, inferior.

Between external reality and his own imagination

the writer constructs one curtain after another

. . . These curtains cannot completely veil reality

they merely obscure its patterns.10
This is essentially Frame’'s view, that art is wrought in a
mould fashioned by memory from the original, and therefore
is twice removed from the experience which inspired it.
Art i1s "the imitative act hot from the mould of the ori-

ginal fact . . ."11 a concept which reiterates the plato-

nic motif present .in most of Frame’'s novels.

The work is centrally concerned with the processes of
writing fiction, or fabulation which is the term coined by
Scholes to denote this authorial self—-awareness; but
inherent in this topic are two related and inseparable
issues. The first is the writer 's proclivity for operating
on shifting modes of reality. The second is the inadver-
tent fiction—-making engaged in by all human beings, and
from which the narrator is not exempt. For these reasons
Maniototo wunfolds simultaneously on several different
levels of understanding. Alice, first of all, wants to
show the reader how she writes a novel while, in Borgesian

fashion, engaging herself at the same time in the actual

novel-writing process.12 However, as Alice gradually
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discloses, the writer is only slightly more in control of
the fictions with which she is engaged than she is of the
fictions which beset her in the outer world. While con-
scious of manipulating her readers into her fictional
creation, she herself is at the mercy of her own inner-—
world fictions and those of her characters, as well as the

outer-world fictions with which everyone has to contend.

The novel deals thematically with the processes of
writing from three perspectives; that of the writer's
engagement with herself, followed by her interactions with
her characters and ideas ano finally her contract with her
readers. These three narrative functions are, however ,

not distinct, but unfold together as the work progresses.

In Maniototo, the working artist Alice Thumb takes
her readers with her as she describes the whole process of
writing a novel. In the first, instance the artist must
retreat from the outer world of every day living while the

creative process 1s going on. This effort essentially

follows the Heideggerean concept of Dasein with particular

emphasis on its "Forfeiture" aspect. The three aspects of
Dasein or "selfhood," according to Heidegger, are factici-
ty, existentiality and forfeiture. Facticity refers to

the fact that human beings inhabit a world not of their

own making. They are faced at birth with an already
present world, in the development of which they had no
part. The second aspect of Heidegger ‘s concept, existen-—

tiality, refers to the act of making the world our own.



208

The human being accepts her situation as a «challenge to
her power to become what she MAY, rather than simply allow
the press of environmental forces to shape her as she MUST

be.

For Frame's conception of the artist, as she is
described in Maniototo, forfeiture, Heidegger's third

aspect of Dasein, becomes the most significant. This idea

refers to the
scattering of our essential forward drive through
attention to the distracting cares of everyday
and of the things and people that surround us
everyday. Thus, inevitably and continuously, the
forward-driving I is sacrificed to the persistent
and pressing they . . . AND if the world is
material for our creative energy, it is also the
agent by which we are seduced from the essential
drive to understand and create.13
It is this process of avoiding forfeiture which is of
optimum importance to the artist. Only by moving into the
silent places of the mind and struggling through the
painful encounters of this hidden, bloody testing ground,
can the creative individual sharpen her powers of imagina-

tion and authenticate herself as an artist. It must be to

the "highest bough'" that she flies, to escape the persis-

tent and pressing "they" of the outer world. Maniototo
indicates that the "they" of the inner world may also
contribute to the effects of forfeiture at times. It 1is

not to be forgotten that the artist speaks for us all.
The artist is the communicator who puts us in touch not
only with each other, but most importantly, with our-

selves. For people have only recently discovered that
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"mystery and imagination'" are for everyone. "Isn't the
Maniototo," she adds ironically, "also a place where

patients go to be cured of their sickness?"14

Adhering to the concept that art is at 1least once
removed from the original, Alice settles herself in a
house borrowed, not from friends, but from friends of
friends, in order to begin the novel she is writing. The

house itself is filled with almost every conceivable kind

of fiction, "likenesses of replicas, prints of paintings,
prints of prints, genuine originals and genuine imitation
originals, imitation sculptures and twin original sculp-
tures."15 The house is of course the house of fiction,
and Alice feels uﬁeasy in it, for its unusual shape dis-
turbs her. The one significant omission in the house is
the absence of Yeats. Masks there are in plenty, but the

volume of VYeats which Alice seeks as an ally cannot be
found. Prominently displayed 1is a mask of Shakespeare
which signifies the many faces or identities which the

writer is constantly adopting.

Perhaps the presence of Shakespeare linked to the

emphatic absence of Yeats is intended to wunderline the

former ‘s clear understanding of, and skill in manipula-
ting, the fictional medium in its widest, most comprehen-
sive sense, while himself remaining apart from, outside
and beyond the myth—-making procedures. Yeats, for this

reason, much as Alice admires him, is not a model, or
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fellow sceptic in the fabulation mode, but rather, like
most human beings, writers included, a victim of his own,
albeit conscious and high order, myth—-making on which he

organised his 1life.

Analysing her state of mind as she prepares herself
and then begins to write, attempting to keep track of the
many almost imperceptible shifts from her inner to her
outer world and back again, Alice notes that even in her
inner world there are many compartments. The writer has
the task of recording her mental movements between ver-
sions of outer "reality" and the multiplicity of Ffictions
which evolve there, along with the prolific imaginative
creations of her inner world. What she will attend to and
what she will avoid are not really choices within the
control of the artist, any more than they are for most
people. The fictions continually get in the way of seeing

and translating both inner and outer worlds.

The many-faceted tools of interpretation shape the
mind and direct the perceptions in ways which make
objectivity on so many fronts an impossibility. A view of
life, an interpretation or an opinion, are all only the
chance and fleeting coordination of kaleidoscopically
varied possibilities which are seized upon and hardened
into doctrines, systems, theories, or philosophies. The
compass of the artist’'s vision may possibly be wider than
that of most people, but it is no less subject to the

distorting effects of her constantly accumulating filter-—
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The novel is organised around variations on the
themes of attending and avoiding. Focusing attention,
examining, scrutinising, analysing some ideas, events or
circumstances, and avoiding, disregarding, ignoring,
leaving out, omitting, by-passing others, are the two sets
of concepts centrally involved in fiction writing and
fiction making. Each section of Maniototo is directly
named in relation to attending and avoiding. In the first
two sections of the book, Alice pays attention to her
outer-world Mavis self and the sets of fictions required
to maintain this persona. In the third part of the work,
she enters the Maniototo, her inner psychic world, and
probes now into the process of writing fiction in relation
to her Alice identity which controls this aspect of her

life.

"Attending" is related to the outer world, while
"avoiding" is a function more of the inner psyche which
finds attention to outer—-world activity of limited impor-
tance and therefore avoids it. Human beings, who are
themselves replicas, Alice contends, cannot exist until
they have shaped what they have discovered in the mani-
fold. 16 They must also learn that they too "have been
shaped and patterned . . . by . . . an original."17 Some,
she points out, live in the manifold without ever explor-

ing or tasting its riches, for they use it as a retreat,
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as an act of avoidance from the outer, so that they do not
touch, shape or change the inner. Others escape from the
manifold on an original path and this intensifies their
avoidance. Still others find that all the busy-ness of
avoiding and turning towards is irrelevant for the "centre
of activity" is elsewhere, "like that of the motionless

vyet turning world."18

Alice confides that she is not like any of the above,
but operates as a kind of commuter between "real life" and
"fiction"! Journeying through a novel as she writes it,
she moves from attending to the outer, into the inner,
where the manifold lies. Once there she consciously avoids
the outer until the process is complete and she re—-emerges
from her period of inner confinement back again to aware-

ness of the outer.

The manifold is an important concept in this work,
central to the process of creation. It is metaphorically
presented in Maniototo, as a rather capricious and
volatile department of the mind, which not only absorbs
material from the outer world, but also functions as a
mould or figurative reprographic system. Associated above
with the original act, which can never be recaptured
except as a replica or copy, the manifold appears to be
involved in the process of not only receiving "without
choice" 129 and storing material of potential creative

value, but also reproducing and re-creating it. Described

as a Proteus-like entity, the manifold, which casts the
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initial imprint of memory, itself appears to become the
"mould"” from which the first and all subsequent impres-—
sions "of the original fact" are taken. As life in its

ceaseless shower of innumerable atoms,20 unfolds before
it, the manifold appears to receive and record some of
these segments of life, which the artist then "inter-
fere(s) with", changing their shape and direction as she

requires. 21

"Avoiding, Bound By the Present Historic," continues
the theme of avoidance or denial but now in relation to
the four characters on whom Alice bases her novel. It
also refers to the avoidance or denial of the outer world
which the artist- must practise during her pericds of
creation. Such distancing from the outer world is essen-—
tial at times for the artist to maintain her inspiration
and to focus single—-mindedly on her writing. It also
refers to the relationship between the systems which
structure the outer world on concepts of time and space,
and the innmer world which is not bound by these arbitrari-
ly applied fictions. More significantly still, it refers
to the essential immediacy of all fictions which remain
forever crystallised in the present in the manner of the

figures immortalised on Keat’'s Grecian urn.

Alice’'s characters become so real at times that the
boundary between inner and outer fictions for example, are

confused. "]l decided to proclaim my imagining as fact and
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her characters, Roger Prestwick, but the words accurately
describe the situation of Alice herself. In another con-
text, Roger also voices the desire, shared by the artist,
to find "a piece of reality that never had a shadow or a
replica,"23 which is an impossible fiction. Even when
"hot from the mould of the original fact," the represen-

tation is still a re-presentation, and therefore not new.

Alice maintains the Platonically—-based theme of
removal from the original, by planning to write, not
herself about a famous New Zealand writer, but about the
Watercress family who are engaged in this research.
Margaret Rose Hurndell, the focus of their studies, is, of
course, Katherine Mansfield. Alice finds her plans do not
go well. You do not decide, she points out, but have your
actions decided for you.24 For in spite of the clamorous
cries of the Watercress family,25 the collection of ideas
which emerge from the manifold are centred, not on the
characters she intends to write about, but upon the four
visitors who are living in the house with her. In fact,
she confidingly invites the reader to share her dream

that the guests she is entertaining are fictional charac-

ters, and not actual visitors at all. However, the impli-
cation is that her dream is foolish, for the evidence of
her guests ' presence is all around. It is only at the end

of the book that the dream is shown to be physically

ac tual and the reality which Alice believes to be actual,
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is shown to be a fiction.

Battles may be played out on the Maniototo of the
mind, but while she works the psychic retreat also offers

a kind of shelter or sanctuary to the artist from the cold

winds of outer "reality." The final section of the novel
relates the state of mind of the artist when the "tongue
blossom," or creative work, ends. Alice recounts Roger's
comments

vyet there is no end to the telling 1in the
literate wor'1d, explaining and telling,
propagating and admiring the tongue blossom 'day
by day wuttering speech and night unto night
showing knowledge." Then why is each of us so
diminished by the resulting fruit of the tongue-
blossom'".26
Alice’'s novel has come to an end and she now emerges from
her refuge in the Maniototo.- Clues to which '"reality" she
is currently inhabiting are offered by the keepsakes appa-—
rently 1left behind by the four guests she wrote about.
This "tongue blossom" has now withered, but the artist
will shortly begin to create another, continuing "to live

in the house of replicas, usefully having all in mind, the

original, the other and the manifold.'"27

"A writer,'" Alice explains, "like a solitary carpen-
ter bee, will hoard scraps from the manifold and then
proceed to gnaw excessively . . . ".28 The "egter," who
is the writer, vanishes and is taken over for a time by

the character. This process is already underway in Alice’'s
inner world, for succumbing to the common human dilemma,

she can no longer distinguish her intentional fictions
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from the unintentional ones which pass for human "reality."

Alice, however , does take herself seriously at one
point when the fiction, she confides, may be more uncon-
sciously fictional than she suspects. This occurs when
she discusses the motivation for writing. A human being
only embarks on the creative journey because she/he "is
starving and must plant food for mouth or heart and
mind."29 The real artist learns that her want should fill
the world, for "to write you have to be at the terrible
point of loss, and stay there, wanting in, not out."30
"Why is each of us so diminished by the resulting fruit of
the tongue blossom?" she questions. Obsessed and utterly
absorbed, living 'IN the Maniototo while she works, the

artist in her fiction of the creative act believes that

she 1is slowly consumed by her creation. Reiterating the
point she comments that it is at the cost of "sel+f
erasure'" that she treats her four guests as fictions. Her
own self erasure in this situation, she adds, may

vindicate or help to explain Tommy’'s earlier removal by

the Blue Fury.

This episode of Tommy and the Blue Fury is signifi-
cant on several counts. Initially, perhaps, it simply
emphasises the artist’'s power of life and death over her
characters. However , it is also intended to hightlight
some of the difficulties the artist has to contend with in

face of the Heideggerean notion of for feiture, with which
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modern urban life oppresses. Tommy like Alice, is an
artist and craftsman; he is "bleached out" of existence by
his own fiction of the rogue bath-cleaner, and he literal-
ly burns himself up in the struggle to practise his art in
the city environment. Relieved that she is not ‘'ground
down among the beetle-people, pinned and crushed with
(her) wings picked off," Alice observes that "it’'s hard to

fight the real power of a city."31

More significantly still, this episode touches upon
the modes of reality or modes of consciousness alternative
to those with which the material world is Fictionally
controlled. Mavis/Alice explains the event to her friend
Brian, by theori;ing that Tommy has "merely returned
beneath the surface of apparent reality."32 Alice’'s words
reiterate the fictional structure of all "realities" which
human beings clutch at. Frame’'s position here again aligns
with that of Coover, whose work also seeks to uncover a
kind of truth beyond "the rim of reality."33 Al though
their positions touch at this point, they also diverge for
it 1is the contracting universe, in Coover ‘s view, which
forces contemporary mankind to re—-assume perspectives
which, in their eternal and supernatural sense, are essen-
tially pessimistic.34 Alice’'s perspectives, here, which
might be assumed to reflect those of Frame, are more
philosophical than Coover 's and more accepting of the
continuing tension between fluidity and fusion, of which

life and its apparent reality are composed. She writes,
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Those <creatures and worlds that we know only in
sleep and dream and mythology—-of yesterday and of
today-the magical technology—-are emerging as
usual reality in the new dimension of living and
dying. And when the unreal has been accepted and
made real, new realities will present themselves,

forces which become gentlenesses, gentlenesses
which become forces.35

The positive tone of this passage acknowledges and is
accepting of unconventional states of consciousness and
multiple stages of awareness. These imply ways of struc-

turing and ordering the universe alternative to those

presently in place. Describing the existence of such
states, William James writes that although they cannot
"furnish formulae, . . . at any rate they forbid a prema-

ture closing of our account with reality."36

Frame, through Alice, juggles with modes of reality,
or with what might be called the fluidity beneath the
sur face of what is, apparently, reality in fusion. She
also experiments with composite characters and takes other
liberties with the traditional novel form. These approa-
ches bring her close to the realms of metafiction, which
"assault or transcend the laws of fiction" as these are

currently understood.37

Language as a motif unites with the motif of artifice
to wunderline the novel ‘s central theme of fiction-making.
Language 1is the medium through which the fictions are
conceptualised and communicated; while artifice, because
all fictions are artifices, replicas, copies, imitations,

re-presentations or any one of the numerous lists of
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synonyms which Alice offers to highlight this phenomenon,
is inherent in the fiction-making function. Lists of
words from similar semantic areas are scattered throughout
the book, ranmging from the catalogue of battles which name
suburban streets where domestic battles are played out as
"Wunda Kitchens, take shape, in the streets of unimagin-
able death - "38 to advertising fictions, which preten-
tiously name carpets, "Sky Planet, Dream of the Night,
Forest Splendor, Classic Plains (and) Mountain Glory.'"39
The Prologue, "Neming People and Places," emphasises the
importance the writer places on affixing identifying
labels. The reader must be attentive to the way the
narraéor herself uses names in her work. Names, like the
Maori place names Wanganui, Waikato, Tuatapere, Taranaki,
which are powerful names, can "set a place alight iike a
bush—-fire," for example. They are not just stuck on
places in the manner, that Pakeha names seems to be given,
like grocery labels, but are "welded to the place by the

first unifying act of poetry."40

The place of language in the novel, and as an exten-
sion of that, its function in life, grows out of these
points. Referring metaphorically to the warm blanket of
words which shelter and protect her in the refuge where
she writes, Alice regrets Lewis Barwell 's loss of control
over language by observing that "all beautiful words that
people have but seldom use, the wide, rich tapestry of

language that could cover the whole earth like a feasting-
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cloth or a golden blanket—-these were lost. "41 While

Mavis/Alice romantically asserts that "language never hurt

anyone," Lance Halleton emphasises that he has experienced
the rape, murder, debt, and suicide that language 1is
responsible for.42 Alice marvels at Lance’'s knowledge of

places he has never visited, except in his imagination.

She has a code for dealing with the protean behaviour of

words and the metamorphism of language. "A word," for
example, "which doesn’'t slop its meaning over the side, is
good. " A sentence is bad if it '"stumbles on useless

objects unless it '"casts a unique radiance upon them."43
Alice calls attention to the strange variety of tasks that
language is required to perform. It is used to communicate
information related to specific professional, occupational
or technical fields, as, for example, when Mrs Tyndall,
Brian‘'s black cleaning woman, dies, and medical jargon,
"dreadful doctorese," as Alice terms it, is used to convey
the medical facts of her death.44 Less obviously and more
significantly, people use it, not only to avoid unpleasant
facts, but also as a means of keeping at a safe distance
from each other. Alice notes how she uses language to
avoid responsibility for Mrs Tyndall’'s hard life. We have
our own reasons for using words and we live out our
separate lives "glancing at each other from time to time
with clear intuition and acknowledgement of our . . .

accumulation of self deceits and compromises. 43

During the entire course of the novel cognates of
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artifice, deception and concealment are piled up and fre-
quently related to cognates of language which also abound
in the book. "Imitation" and a "masquerade"46 referring to
the presence of frost in a reputedly frost—-free district
are examples of the first, _while describing Roger as a
translater of "clichés" 47 and her own life as "woven of
commonplaces," are examples of the second. Continuing the
theme of artifice, houses are described as faced with "new
false bricks and real bricks over false bricks, and false

iron and false wood. . ."48

Bird imagery in Frame’'s work is often used negative-
ly, and the image of '"language as the hawk suspended above
eternity, feeding from it but not of its substance,"49
which depicts language as a scavenging or predatory crea-
ture feeding wupon eternity as though it were carrion,
contrasts sharply with Mavis/Alice’'s romantic view of
language as a feasting—-cloth or golden blanket, as out-

lined above.S50

The ambivalent nature of language which these dicho-
tomous interpretations pinpoint probes to the core of the
human dilemma which is of course the <core of Frame’'s
concerns in these novels. They spotlight the precarious
position of bewildered human beings, whose drive to
achieve a sense of security in a complex and unpredictable
world is almost fatally doomed. Not only are human percep-—
tions limited, unreliable and faulty, but also, as we have

seen, it 1is this flawed medium of language which is the
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recording of almost all thoughts and ideas is carried out
through the process of language, and more serious still is
the fact that language is probably the major, if not quite
the only means of conceptualisation used by people in

today’s world.

These points explain the modern urge to make myths,
and show why the capacity for fiction building is such a
baziz, and well-developed impulse in contemporary human
beings. We no 1longer have to chant and drum our way
through myths, as Jung 51 has pointed out, but this very
fact means that the entire process of making fictions,
which is how we interpret ourselves and our worlds, is so

speeded up that the number, shape and variety of these

interpretations continue to multiply. Channelled and
disseminated by paper, print, sound waves and electrical
impulses, these fictions, which have now exploded on to

celluloid film, plastic tape, electronic image, and compu-
terised micro-chip, form a set of shared fictions which
run parallel to, and even become confused with, those
stabilising fictions human beings use personally and

individually to maintain themselves.

Alice describes writing as a ''carefully-planned and
controlled use of attention." Although this is at least
her third book, she feels confused by the writing process.

"I found myself beset upon'' she confides, ''not knowing

(W]
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what to do, in a whirl of avoiding and not avoiding,
haunted by the manifold, the replicas and the original.''52
The figure of Yorkie Wynyard, who transforms himself in
the instant, donning a set of impromptu personae designed
to fit in with who or whatever happens to be appropriate
at the moment, is likened to the role of the writer who

also changes shape in response to circumstances.

Acknowledging that human beings are materialistic,

hypocritical, and bent on avoiding unpleasantness, Alice
also accepts their vulnerability and powerlessness, At
the same time, however, she assert with vigour the need

for people to attend more carefully to language and to use
it with respect and intelligence. "I have to cry out
here,' she proclaims, ''that language is all we have for
the delicacy and truth of telling;''S3 the generosity and
forgiveness of words make one weep, she adds, These
statements mark a significant change in Frame’s attitude
to language, for their positive tone contrasts sharply
with her usual critical stance. Here she makes a clear
distinction between the words themselves and the people

who use them, making allowances for both,

As the final work in a series of novels which speci-
fically examines the masks people display to the world and
to themselves, Maniototo abounds with characters who
exemplify Yeats’s doctrine of the mask, Yeats writes,

""the MASK and BODY OF FATE occupy those positions which

are most opposite in character to the positions of WILL
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and CREATIVE MIND.''54 The behaviour of ‘Yorkie’' Wynvard,
and Brother Coleman acts out this theory. The former is a
notorious confidence trickster who, disguised as his oppo-
site, Lance Halleton the debt collector,55 leaves bad
debts everywhere, Likewise, Brother Coleman, the reli-
gious healer, 1is really only a mask behind which a cheap

crook exploits gullible people.56

Alice’s four ‘guests’, all also conform to this
pattern by behaving in ways which oppose, or are contrary
to, the facts which actually apply to their lives, Doris,
for example, hides from her dreams on the one hand, while,
on the other, creating an improbable fiction that she will
write a novel. Confessing that she has taken 1liberties
with Doris’s story, Alice 1is very snide about these
authorial aspirations, and clearly ''sends up' Doris’'s
narrative, by recounting it 1in the mannered, self-
conscious style she suspects Doris would adopt.S57 Roger
won’t acknowledge that his ambition to experience a vision
of God in the desert is improbable, impractical and only
an attempt to compensate for his lack of substance, By
spending his money recklessly, Theo avoids facing his
financial problems, while his cultivation of a youthful

image is a denial of his advancing age.

Only in rare moments of solitude does Zita admit that
her much—-advertised perfect marriage with Theo is in fact

a hollow relationship. When her private thoughts surface,
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she sees that she is Theo’s shadow. He is so powerful and
her 1life 1is so absorbed in his that she has not thought

her own thoughts for years, only shadows of his.58

This motif of shadows is a recurring symbol, central
to many of Frame’s other novels, which also figures
largely 1in Maniototo. In Jungian psychology the shadow

offers an essential counter to the material physical
being. Generally exerting a neutral or positive influence,
it occasionally becomes actively negative if it 1is sup-

pressed or denied for too 1long, as State of Siege

suggests. By commenting on the psycho—-emotional effects
of social, cultural and political trends, the artist
exerts a stabilising influence on human beings, acting

like the collective shadow of humanity. Through her works
of art, the artist provides a meeting point where the
inner and outer lives of human beings can merge, Her
creative offerings furnish a kind of psychic and emotional
thermometer to gauge the inner temperature of humanity, as
well as offering a type of collective safety valve. ""Art
reproduces the inner life, the life of the affections and
the emotions,'" writes Ernst Cassirer.59 By providing a
socially—-acceptable focus for pent-up feelings to be un-
leashed, works of art counteract the negative effect of
constantly suppressing the inner world, which the rigours
of currently-organised daily existence demand. By afford-
ing a figurative confluence between the physical and

psychological worlds, the cathartic influence of works of
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art helps to maintain the psycho-emotional health of

humanity. The role of the artist is thus no less than a
synthesis of reporter, interpreter and healer for all
human beings, Moreover, art 1is one of the systems of

symbolic form which provides human beings with their
“"reality,'" for until their scarcely-perceived ideas are
created in symbolic form, people have no reality. '"Art.
is another world in the sense that it is an alternative
mode of apprehending the world, one of the organs by

which'' humanity creates its reality.60

During the course of her writing, Alice not only
describes the writer’s relationship with herself, with her
techniques, ideas and characters, but also directs atten-
tion towards the writer’s effects on those who will read
her works. Of this process, Patrick Evans writes,

Living in the Maniototo, is an unusual novel,
because it operates in the rarely-visited area
that lies between our eyes and the page. No one
knows fully what happens when we read a novel,
what intimacies occur in the contract a writer
makes with each of her readers. But it seems
that, of all the writers living today, Janet
Frame knows more than most about the magical
spell that compels us to read and believe., . .61

Alice’s ability to take the readers with her into this
house of fiction, and to hold their attention through the

myriad stops and turns and changes of direction which the

writer experiences as she writes, testifies, not only to
the reader’s willingness to believe, but also to the
writer’s skill as an artist. Alice demonstrates this

skill by persuading the reader into a fiction without one
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even being aware of it, Adopting one of the writer’s many
proteus—-like guises she welcomes the readers in the manner
of an entertainer at a fair ground or a variety show,.
After 1introducing the accoutrements of her trade, which
emphasise its elements of artifice, ''pocket head'" endowed
with artificial fitments for smiling, head nodding, swivel
eyes. . . moving ears, squirting of water from the eyes
for crying, and sensation wig for standing on end,62 she
rushes the reader straight into the episode of Tommy and
the Blue Fury. Demonstrating with this event the writer’s
power to manipulate the reader, she proceeds to hold the
reader’s attention through the many convolutions involved
in the writing process. The writing of fiction, as already
outlined, entails embarking on the Jjourney of self
creation, creating oneself, not as a human being, but as

an author,

Shakespeare, of course, is the writer who most force-
fully exemplifies this concept, for with Shakespeare, more
than any other writer, most author and least man is avai-

lable for scrutiny.

While in the grip of her compulsion to write, only
her Alice Thumb and Violet Pansy Proudlock masks exist for
her. Reminiscing about the many half-constructed fictional
houses that have sheltered her for a time, Alice concludes
that ''the cost of the warmth'" within the sheltered inner
world has always been too great., '"I know who live outside

the house of fiction where the cold wind blows across the
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waste spaces from heart to heart.''63 Yet, in her own
self-indulgent fiction which compels her to be a writer
Alice believes that one only enters the warmth of the
creative =shelter from ''the terrible point of loss,'" when
your want fills the world, Thus her personal fiction

romanticises the compulsive urge which keeps her writing.

Continuing in the meantime to manipulate her readers,
Alice carries them along with her in the belief that the
Garretts, whose house she is living in, have been killed

in an earthquake in Italy and have bequeathed the house to

her. Having presented her guests with keepsakes from the
house, she is surprised to find on their departure, that
in spite of having aniously argued over them, they have
left their gifts behind. In addition, the house seems

strangely untidy and neglected although it has been con-
tinually inhabited. Mould is growing on the preserves and
a half-eaten candy remains on the coffee table, where

Alice recollects having placed it two weeks before.

At this point doubts about the lenath of time she has
been working on her novel begin to trouble Alice,. The
timelessness of this period of psychic limbo, which occurs
between leaving the inner creative world and re-entering
the outer shared one is communicated to the reader as
Alice experiences it. For a time the boundaries of the
two worlds are uncertain, for she has lived with such

intensity of concentration in THAT world that transition
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to THIS one is prevented by her sense of confusion.

The strategems by which Alice directs the responses
of the reader continue to be emploved but Alice finds she
has been fooled by her own fictions, for just as she
leaves the house a taxi arrives and the Garretts climb
out . Such is her discomfort that she is tempted to rush
headlong into another fiction, simply to escape ''the pos-
sibility and responsibility of feeling' which the outer
world demands. Resisting the temptation, she is, however,
worried about the extent to which she is out of touch with
the shared outer world. Hoping to prove that she herself
is '"not just a character out of fiction, a replica of a
replica dreaming of a replica of dreams,''64 she is dis-
tressed to discover that a butcher’s shop stands where she
thought the Carltons 1lived and a supermarket is sited

where the Garretts’ lawyer should be.

These confusions continue when she reaches Baltimore,
for on learng that her friend Brian has died, she finds
the news hard to accept in her present state of disloca-
tion., The Garretts unexpected return is easier to acknow-
ledge because their bulk and shadow give people a
presence,''65 which testifies to their existence. Brian’s

absence is more difficult to adijust to.

Alice’s feelings of confusion and wuncertainty are
shared by the readers who accompany her on the journey

from the Manioto, back to the shared outer world., Empti-
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ness and exhaustion are the dominant emotions, and Alice
asserts that she has had enough for the present ''of the
manifold and the real and unreal ‘marble complexities and
bitter furies’ of paying attention and avoiding.''66 This,
however, is only 'for the meantime," for the narrator
knows that her Alice Thumb identity will continue to 1lure
her back %o "live and work in the house of replicas,
usefully having all in mind, the original, the other and

the manifold."67
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CHAPTER TWELVE

CONCLUSION

The wunifying principle behind all of Janet Frame’s
novels 1s the acknowledged and unacknowledged fiction-
building which is central to human life. In each of her
novels, as this study has shown, a distinct but related

aspect of these themes is examined.

The complexities of transition from the inner-
directed world of childhood to maturity with its increa-

sing dependence on the fictions of the outer shared world

were 1identified as significant in Owls, Media induced
adult fictions, such as advertising, popular music,
organised religious worship and the ''drug drop'' of news

and press reporting, along with the effects these fictions
have on the lives of the characters, have all been touched

upon in relation to this novel.

The disintegration of personality configurations in
response to environmental conditions was explored in
Faces, while similar concepts involved 1in attaining
wholeness of being both as an individual and as an artist
were focused upon in Edge. The works of Hanrahan, Rhys
and Perkins—-Gilman, it was noted, are all significant in
relation to the former, while the writings of R.D. Laing,
while shown to be relevant to the latter, were also found
to be important for an understanding of State of Siege.

Describing the inner ©psychic Jjourney of 1its central



232

character, this novel, 1like Edge, was discussed in terms
of both the individual sense of self and the artist’s

search for identity as a creator.

Scented Gardens, which further emphasises the
unreliability of the fictions on which people structure
their 1lives, was analysed in terms of the perceptual
limitations of human beings. Time, change and the ways
people adjust to these concepts, were focused upon in

relation to Adaptable Man; while death and the fictions

surrounding it were found to be central to Yellow Flowers

and Daughter Buffalo. The subconscious mind was seen to
be a major theme in the former, while the latter, it was
shown, continued to explore the many modes of apparent

reality in which the artist can operate.

This concept of artistic diversity was also pointed

up as focal to Living in the Maniototo which was seen to

synthesise most of the themes and motifs present in works

which precede it.

Finally, parallels were identified between, Faces,
which dealt with the psychological effects of outer world
phenomena on the inner self concept, and the physical
effects inner, politically-motivated, fictions have on

people and objects in the material world, which were

pointed up as major concerns in Intensive Care.

An integral part of most of these works is the growth

of the individual into personal integration and unity of
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being. This is parallelled by the twin theme which traces
the growth and development of the artist from the inner-
directed, embryonic state of childhood in Owls, to the
skilled narrative persona, functioning as a creative
writer in Maniototo. A different stage of personal and

technical development 1is focused upon as the artist is

accompanied through the vicissitudes of growth in each of

the novels, The trauma of adolescent breakdown, and
various incipient stages of learning, are passed through
in the early works. Scented Gardens explores the mecha-

nics of sensory and perceptual filtering on interpre-

tations of the environment; and State of Siege describes

the inner journey of healing and reintegration in an
artistic, as well as a psychological, sense. Learning to
face and make accommodation with the shadow self 1is a
recurring theme in many of Frame’s novels, and is central

to this one.

Adaptable Man addresses the theme of fiction writing

very directly, and the theme of personal integration more
indirectly through the fiction building of its characters,
Concerned as they are with dimensions of being alternative

to those of the outer shared world, Yellow Flowers and

Daughter Buffalo are both centrally involved with personal

and artistic growth, and death in its place as part of the

natural cycle of life,

This thesis has attempted to show the direction in
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which Janet Frame’s work has been moving to date. Evans 1
detects a circularity in her writing which he conceives as
stasis, or movement without progress. The present study
identifies this rather as a spiral movement which revisits
and reiterates similar themes and ideas, but is essential-
ly moving on, accumulating new perspectives with each

sweep of its cycle.

Similarities have been noted between Frame’s work and
that of Barth and Barthelme. This link is viewed as that
of technique rather than of substance, for these last-
named writers, in Scholes words, ''are chroniclers of our
despair over the exhausted forms of our thought and exis-
tence.'"'2 Frame, on the contrary, 1is only too willing to

point out new directions and to offer new forms and new

thoughts. More 1lasting associations have been outlined
between Frame and Gass and Coover, who ''are reaching
through form and behaviour for some ultimate values, some

true truth."3 Moving in a similar direction to these last
named, Frame 1is found to be approaching the realms of

metafiction,

Jung’s view that "it is a common illusion to Dbelieve
that what we know today is all we can know,''4 is in
strong opposition to the pessimism of Barth and Barthelme.
All Frame’s novels affirm Jung’s point, for it has been
her constant and energetically-pursued intention to stress

the 1limitations of social ''realities'' as they are con-
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ceived today, and to emphasise the range of imaginative
possibilities which wait to be uncovered. Scholes asserts
his Dbelief in the relevance and indispensability of
fiction for providing these insights; and fiction making
in all its guises, this study contends, is what Frame’s

novels are fundamentally about.

"Fiction,'" writes Scholes, ''which gives us images of
human situations and actions, 1is superior to philosophy,
which tries to capture these things in mere abstract co-
ordinations of words.'"S Fiction has more lasting qgalities
not only than philosophy, but also than science. As Jung
states, "'nothing is more wvulnerable than scientific
theory, which is an ephemeral attempt to explain facts and
not an everlasting truth in itself.'"'6 Functioning as both
a map which provides fixed cfigurations, and as a mirror
which 1is 'perpetually wvarious,'"7 fiction by its wvery
nature endures because it doesn’t aspire to the factual
validity of the empirical sciences. It explores ideas,
seeking to establish emotional truths only, and those, as
Borges 8 points out, are limited partly by the context
which initiated them. For that reason a novel can be more
true than any truth in the outer, material world, which is
always subject to erosion, amendment, and discrediting

displacement,

"Our conscious mind,'" von Franz prompts, ''continually
creates the 1illusion of a clearly-shaped ‘''real' outer

world that blocks off many other perceptions.'9 Frame’s



work, 1like that of Coover and Gass, recognises this fluc-—
tuating variety of all ''reality'. Only art, through meta-
phor, symbol and fiction can explain this protean

""reality'" which pushes on over the rim and beyond the edge

of the alphabet,
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