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“Alternative Selves” and Authority in the 

Fiction of Jane Urquhart

AB S T R A C T

 !"#$%&'()"#"*+$+",#-'&!#.$)&"%*$&'/"#,")/",01#$2(3*("4&#536*7#'*#The Stone 
Carvers 89#$2:$*$7'$*#-%'&"%0#;$*"#<%=6!$%&>#?"%#@(&'3*#',#@%,&#,""*#'*#
the context of selected texts by Lucy Maud Montgomery, Margaret Lau-
%"*("#$*7#A)'("#B6*%30#-!3#"C4)3%"#&!"#()$,!#8"&-""*#5"D$)"#(!$%$(&"%,E#
conventional roles and their “secret” selves. My analysis was inspired by 
F$D")$#G6"#A*7"%,3*E,# !"#$%&%'(!)*%+,',-*.!,/!0#+%1%,&2 which stresses 
the need for “reinventing ourselves as other” in the face of biased beliefs 
$*7#73D'*$*&#"4',&"D3)3+9>#H*#4$%&'(6)$%0#D9#$%&'()"#%"5"%,#&3#A*7"%,3*E,#
(3*("%*#-'&!#I$*&E,#'D$+'*$%9#5%3D#3*#!45%(%67#!,/!)75#!0#8',&2!where 
.&!"# &"%%'&3%9#35#46%"#6*7"%,&$*7'*+1# ',#4%3J"(&"7#3*# &!"# ',)$*70#-!')"#
7",'%"0#(!$3,#$*7#7"$&!#$%"#'7"*&'@"7#-'&!#&!"#,"$>#G""*#&!%36+!#&!"#4%',D#
35#$25"D'*',&#%"$7'*+#35#&!"#4!')3,34!'($)#'D$+'*$%90#&!"#,"$#8"(3D",#&!"#
5"D$)"#8"93*7>#<%=6!$%&E,# &!%""#*3/"),K# 98.2!3*#!:(,&#!485;#5'!and 
 <=8-!,/!>+8''#7',,3)/"#&!"#3443,'&'3*#8"&-""*#I$*&'$*#',)$*7#$*7#-$-
ter, by showing how reason is invaded by desire and death, and how the 
female protagonist embodies the elements that have been repressed. Ur-
=6!$%&E,#@(&'3*0#-!'(!#',#.)$*7,($4"#7%'/"*01#4%3/'7",#&!"#'D$+"#35#$279-
*$D'(#%")$&'3*,!'4#8"&-""*#&!"#=6$)'&'",#&!$&#53%D#$2,&$&'(#8'*$%9#3443,'-
&'3*#'*#I$*&'$*#7',(36%,">#B$%9#'*# 98.2!I)$%$#'*#The Stone Carvers and 
Sylvia in A Map of Glass all subvert the dominant epistemology by follow-
'*+#&!"'%#7",'%"0#-!'(!#8"(3D",#.$243,'&'/"#"*"%+91#$*7#*3&#.$#7"/'$&'3*#
5%3D#$2+337#%$&'3*$)#*3%D01#&3#%"5"%#&3#$*3&!"%#(3*("4&#89#A*7"%,3*>#
<%=6!$%&E,#B$%90#I)$%$#$*7#G9)/'$#!$/"#&3#(3*&"*7#-'&!#43-"%#/",&"7#'*#
collective beliefs and stereotypical construction of femininity. By ventur-
ing into the liminal zone beyond the territory of “pure understanding,” 
the three protagonists regain their voices and discover their authority. 
 !"# $%&'()"# "*7,#-'&!# &!"# $*$)9,',#35# $2?3D"%'(# '*&"%&"C&# '*#A Map of 
Glass0#-!"%"#G9)/'$#'7"*&'@",#-'&!#L79,,"6,#.)$,!"7#&3#D$,&1#,3#&!$&#!"#
-36)7#*3&#%",43*7#&3#&!"#($))#35#&!"#,'%"*#,3*+>#M"$7'*+#?3D"%E,#4$,,$+"#
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3*#&!"#,'%"*#,3*+0#3*"#%"$)'N",#&!$&#&!"#6,"#35#&!"#I$*&'$*#'D$+'*$%9#&6%*,#
Ithaca into the island of truth, and the sea into the stormy beyond, identi-
@"7#-'&!#7",'%"0#7"$&!#$*7#5"D$)"*",,>#O!')"#&!"!?@.''#.!suppresses the 
7$*+"%36,#D",,$+"#35#&!"#,'%"*#,3*+0#<%=6!$%&E,#@(&'3*#%"-%'&",#'&#$*7#
reclaims it as positive inspiration for the female protagonist.

AB S T R A C T

In A Feminist Philosophy of Religion F$D")$#G6"#A*7"%,3*#,"&,#36&#&3#%"@+-
ure biased beliefs and challenges “the dominant epistemology” by stress-
'*+#&!"#*""7#53%#.%"'*/"*&'*+#36%,")/",#$,#3&!"%1#PQRS># !"#3&!"%#',#6*7"%-
stood here in two ways, as “the repressed other of female desire” and “the 
outsider on the margins of patriarchy.” The idea has long been present in 
)'&"%$&6%"#'*#$27'55"%"*&#+6',">#A,#D$*9#*3/"),#35#:$*$7'$*#-3D"*#-%'&-
ers demonstrate, “the repressed other of female desire” has always sought 
entry into literary discourse. For example, the trilogy about Emily Byrd 
Starr by Lucy Maud Montgomery made claim to the erotic and creative 
43&"*&'$)#'*#$2-3D$*#(3*&%3))"7#89#$*#6*'D$+'*$&'/"#5$D')9#$*7#4$&%'$%(!$)#
(3*,&%6(&'3*#35#5"D'*'*'&9># !36+!#TD')9#@*$))9#,6((6D8"7#&3#&!"#+)$D-
36%#35#$*#'79))'(#6*'3*0#,!"#($D"#()3,",&#&3#B3*&+3D"%9E,#3-*#9"$%*'*+#
&3#%"'*/"*&#!"%,")5#$,#3&!"%>#B3*&+3D"%9#'7"*&'@"7#-'&!#!"%#3-*#!"%3'*"0#
-!3,"#+%"$&",&#-',!#-$,#&3#8"(3D"#$2-%'&"%#PAfter Green Gables#RRS>

The importance of Emily books for Canadian women writers can be 
,""*# '*# B$%+$%"&# U$6%"*("# $*7# A)'("# B6*%3># U$6%"*("E,# V$*",,$# 5%3D#
 <A%5@!%&!(*#!B,7'#!$),3#%"'*/"*&,#!"%,")5#$,#$2-%'&"%>#L*"#,&3%9#'*#&!"#(9()"#
“The Half-Husky” ,!3-,#V$*",,$#%"("'/'*+#$*#6*6,6$)#+'5&#5%3D#$2<W%$'*'-
$*#36&,'7"%#&3#&!"#8%'(W#!36,"#35#X%$*75$&!"%#:3**3%>#V$*",,$#+"&,#$273+#35#
D'C"7#8)3370#-!3#+%3-,#'*&3#$2@"%("#(%"$&6%"#8"($6,"#!"#!$,#8""*#&$6*&"7#
by another outsider. The way that animals in this short story cycle exterior-
ize the nature of people echoes Amerindian stories, as Margaret Atwood 
38,"%/"7#'*#!"%#)"&&"%#&3#U$6%"*("#PYS># !"#!$)5Z!6,W9#D'+!&#$),3#8"#,""*#
$,# $2 (36*&"%4$%&#35#?",,"E,#:(#--#&9,+/2!8"($6,"#!"# '))6,&%$&",# &!"#@"%("0#
(%"$&'/"#6%+"#'*#V$*",,$># !',#6%+"#($**3&#8"#&$D"7#89#&!"#,D"))#35#[33%,#
polished with beeswax, which is disdained by Steppenwolf, and eventually 
$8$*73*"7#89#V$*",,$0#-!"*#,!"#D$W",#$*#"C'&#5%3D#&!"#-3%)7#35#(3*/"*-
tion into the world of writing (Filipczak, Unheroic Heroines Y\Q]\YS>

U$6%"*("E,#&"%D#53%#&!"#%"4%",,"7#3&!"%#'*#$2-3D$*#-$,#.&!$&#3&!"%#
self of hers.” The writer used the phrase with reference to her mother in 
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C8&D#!,&!(*#!E85(*2!'*#$24$,,$+"#7",(%'8'*+#!"%#D3&!"%E,#)3/"#53%#D6,'(0#
her artistic self, which was eventually abandoned because she could not 
%"(3*(')"#'&#-'&!#-'5")9#$*7#D$&"%*$)#76&'",#P^RS>#. !$&#3&!"%#,")5#35#!"%,1#
(3**"(&,#-'&!#&!"#6*7"%+%36*7#,")5#'*#&!"#@(&'3*#35#A)'("#B6*%30#",4"-
cially F%;#'!,/!>%5+'!8&@!G,$#&2!where the intertwined erotic and creative 
desires of Del Jordan constitute one of the secrets in “deep caves paved 
-'&!#W'&(!"*#)'*3)"6D1#PYQ_S>#`")#)'/",#$2&%'/'$)#)'5"0#86&#!"%#D'*7#-$*7"%,#
'*&3#@(&'3*>#A*7#,3#73",#!"%#8379#-!"*#,!"#)"$/",#&3-*#&3#D$W"#)3/"#&3#
Garnet French, who later nearly drowns her in the Wawanash River be-
cause she refused to convert to his creed and marry him. Del gothicizes her 
experiences in the last chapter of her novel, where she reinvents herself as 
&!"#$6&!3%#35#$2X3&!'(#&"C&0#-!3,"#4)3&#7',&6%8'*+)9#&%$*,53%D,#$*7#(3D-
pletes whatever did not happen to her.

 !"#4!"*3D"*3*#35#.&!$&#3&!"%#,")5#35#!"%,1#$44"$%,#'*#&!"#@(&'3*#35#
Jane Urquhart, who, like Laurence and Munro, acknowledges the impor-
&$*("#35#&!"#TD')9#&%')3+9#3*#!"%#3-*#+%3-&!#$,#$2-%'&"%#P?$DD'))2QQ^S>#
G&$%&'*+#-'&!#!"%#@%,&#*3/")#G*%5+-,,+2!through Away '*&3#&!"#)$&",&#@(&'3*0#
<%=6!$%&E,#5"D$)"#4%3&$+3*',&#',#&!"#3*"#-!3#(!$))"*+",#&!"#73D'*$*&#'7"-
ology by following her desire. Away ',#6*'=6"#'*#4%3J"(&'*+#&!"#,$5"#,&%6(-
ture of mental habits on an island and turbulent desire on the ocean. This 
8%'*+,#&3#D'*7#&!"#3443,'&'3*#,"&#64#89#I$*&#'*#$*#'D$+"#35#$*#',)$*7#'*#
3*#!45%(%67#!,/!)75#!0#8',&2 which is so convincingly explored by Pamela 
Sue Anderson in A Feminist Philosophy of Religion and in the article from 
&!',#',,6"#35#&!"#J36%*$)>#?"%"#',#$*#"C("%4&#5%3D#&!"#53%D"%K#.aDb37"%*0#
philosophical texts have frequently used images of the sea as outside terri-
tory of rationality, in relation to the (rational) secure ground of an island” 
PC'S>#H*#&!',#(3*&"C&0#;$*"#<%=6!$%&E,#Away can be seen as text that dissolves 
the opposition in the philosophical imaginary, for the island of Rathlin in 
&!"#*3%&!#35#H%")$*7#',#,677"*)9#7")6+"7#89#$2&'7$)#-$/"#($%%9'*+#,')/"%#&"$-
43&,0#($88$+",0#8$%%"),#35#-!',W"90#$*7#@*$))9#$279'*+#,$')3%#5%3D#$2,!'4-
wrecked vessel. The sailor is found by one of the female protagonists, Mary 
LEB$))"90#-!'(!#(!$*+",#!"%#5$&"0#$*7#&!"#5$&",#35#-3D"*#5%3D#&!"#*"C&#
generations of her family.

A*#"C("%4&# 5%3D#I$*&E,#4!')3,34!'($)#D$,&"%4'"("#=63&"7#89#F$D")$#
Sue Anderson states the following: “the territory of pure understand-
'*+2>2>2>2',#$*#',)$*70#"*()3,"7#89#*$&6%"#'&,")5#-'&!'*#6*$)&"%$8)"#)'D'&,>#H&#',#
&!"#)$*7#35#&%6&!c"*(!$*&'*+#*$D"dc,6%%36*7"7#89#$2-'7"#$*7#,&3%D9#
ocean, the native home of illusion” (qtd. in Feminist Philosophy QQS>#H*#&!"#
words of the author

I$*&#6,",#&!"#,"$#&3#%"4%","*&#&!"#7$*+"%#35#5$),"#8")'"5#$*7#'))6,'3*#$,#
contrasted with the true beliefs and secure reality of the island. The fem-
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'*',&#38J"(&'3*#&3#&!"# )$&&"%# ',# &!$&#7",'%"#$*7#7',3%7"%#$,,3('$&"7#-'&!#
-$&"%#$*7#[6'7'&9#$%"#5"$%"70#-!')"#%"$,3*#$*7#3%7"%#)'*W"7#-'&!#,&$8')'&9#
and solidity are highly valued. (xi)

;$*"#<%=6!$%&E,#*3/")#("%&$'*)9#/"*&6%",#'*&3#&!"#&6%86)"*&#,"$#35#7"-
sire through the character of Mary who is transformed into the other when 
the boundary between the island of reason and the ocean of desire col-
)$4,",#$,#$2%",6)&#35#&!"#&'7">#<%=6!$%&E,#7",(%'4&'3*#35#&!"#&'7"#&%$*,53%D-
ing the island and at least one of its inhabitants is not unique in Canadian 
literature. The Resurrection of Joseph Bourne by Jack Hodgins is set in Port 
A**'"#3*#$*#',)$*7#8655"&"7#89#&!"#F$('@(#L("$*#'*#e%'&',!#:3)6D8'$0#$*7 
&")),#$2,'D')$%#,&3%9#35#$2936*+#-3D$*E,#,"C6$)#$-$W"*'*+K

Just when Angela Turner had decided to give up and leave Port Annie, 
-!"%"#*3&!'*+#"/"%#!$44"*"7#&3#$2+'%)#"C("4&#&!',#*"/"%Z"*7'*+#%$'*#&!$&#
would drive her crazy, the giant wave had washed up into town and left 
$2F"%6/'$*#,$')3%#3*#&!"#[3-"%"7#,!""&,#35#!"%#6*D$7"#8"7>#PfQS

In contrast to the sailor who dies in the arms of Mary in  98.2!this 
one proves very much alive, elegant and ingenious in the sexual education 
he offers to the otherwise sexless Angela (a telling name indeed), who en-
J39,#!'D#53%#=6'&"#,3D"#&'D"#'*#!"%#',3)$&"7#!36,"#8"53%"#!"#@*$))9#)"$/",#
!"%#'*#3%7"%#&3#J3'*#&!"#(%"-#35#!',#,!'4>#H*#&!"#*$%%$&'/"#89#?37+'*,#&!"#
wave breaking into Port Annie is connected with many magical events, 
such as the arrival of an amazingly beautiful woman through whose agency 
the title character Joseph Bourne is miraculously resurrected. The collaps-
ing of the boundary between the turbulent ocean and the clean, ordered 
city, now strewn with seaweed and pregnant with change, signals the incur-
sion of magic realism, the mood that also pervades Away.Q Both authors 
&$)W#$836&#&!"#/','&$&'3*#89#$2&'7$)#-$/"0#&!"#'*/$,'3*#35#%"$,3*#89#7",'%"0#
&!"#&%$*,53%D$&'3*#35#$2(!3,"*#(!$%$(&"%#89#&!"#"*(36*&"%#-'&!#&!"#3&!"%0#
who brings in the excluded element of physicality. Both connect nicely 
-'&!#&!"#'D$+"#5%3D#I$*&0#-!3,"#%'+'7#7',&'*(&'3*#8"&-""*#)$*7#$*7#,"$#
they actually dissolve. A question arises about how perceptive an observer 
35#*$&6%"#I$*&#$(&6$))9#-$,>#?"#',#W*3-*#&3#!$/"#,4"*&#!',#)'5"#'*#Ig*'+,-

Q For the analyses of Away '*#&!"#(3*&"C&#35#D$+'(#%"$)',D#,""K#A**$#e%$*$(!ZI$))$,0#
H&!(*#!G*%5+-,,+!,/!(*#!)8'(I!=#$,5.2!H&(#5(#J(78+%(.!8&@!B%'(,5.!%&!(*#!"%D(%,&!,/!K8&#!L567*85(, 
 3%6hK#O97$-*'(&-3# <*'-"%,9&"&6# B'W3i$J$# I34"%*'W$0# Y__^0# QfQ]QjYk# B$%'$# T7"),3*0#
.l !"#,&3%9#-'))#&$W"#!"%#-!"%"/"%#'&#-$*&,#&3#+3KE#m$%%$&'/"#$*7#U$*7,($4"#'*#Away,” Bringing 
F8&@'D8-#!B,$#!%&!(*#!G5%(%&1'!,/!K8&#!L567*85(, ed. Dorota Filipczak and Agata Handley, 
no7pK#O97$-*'(&-3#<*'-"%,9&"&6# no7NW'"+30# Y_Q_0# q^]rfk# A+*'",NW$# MN"4$0#Feats and 
C#/#8('I!:-8D#'!,/!48&8@%8&!=81%D!0#8+%'$2!F3N*$h0#O97$-*'(&-3#m$6W3-"#<*'-"%,9&"&6#
'D>#A7$D$#B'(W'"-'(N$0#Y__\0#r^]r\0#\r]\\>
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8"%+0#-!3,"#!',&3%'($)#("*&%"#'*()67",#&-3#',)$*7,#3*#&!"#%'/"%#F%"+")>#I$*&#
3*)9#&%$/"))"7#&3#&!"#4)$(",#'*#&!"#/'('*'&9#35#Ig*'+,8"%+#PM"',,#C/''S># '7$)#
movement must have made scant impression on him, for the Baltic rises 
$*7#5$)),#/"%9#)'&&)"#'*#(3D4$%',3*#-'&!#3&!"%#,"$,>#H*#5$(&0#I$*&E,#7',&'*(-
&'3*#8"&-""*#)$*7#$*7#-$&"%#D$9#!$/"#8""*#'*[6"*("7#89#&!"#%'/"%#',)$*7,#
on the Pregel. Let us quote an excerpt from Away describing what happens 
3*#&!"#',)$*7#35#M$&!)'*0#$24$%37'(#"(!3#35#I$*&E,#*3%&!"%*#',)$*70#-!'(!#
lies off the most northern coast of Ireland:

 !"#*'+!&#8"53%"#$256%'36,#,&3%D#!$7#%"76("7#&!"#('%(6D5"%"*("#35#&!"#
island by at least ten feet. It had snatched overturned curraghs from the 
,!3%"#$*7#7',4$&(!"7#,"/"*#35#B$%9E,#5$/36%'&"#836)7"%,#&3#X37#W*3-,#
-!"%"># !"#,$*79#8"$(!#*"$%",&#&!"#+'%)E,#($8'*#!$7#8""*#D$7"#355#-'&!#
$,#-"))#$*7#!$7#8""*#%"4)$("7#-'&!#$2(3))"(&'3*#35#,&3*",#%","D8)'*+#433%#
43&$&3",>#m3#3*"c*3&#"/"*#&!3,"#-!3#!$7#,4"*&#,3D"#&'D"#3*#D$'*-
)$*7#8"$(!",c!$7#,""*#&!"'%#)'W"#8"53%"#$*7#&!"9#-"%"#%6D36%"7#&3#!$/"#
(3D"#5%3D#&!"#)$*7#-!"%"#*3#+%$,,#+%"-#$*7#*3&!'*+#8%"$&!"7>#PfS

:3DD"*&'*+#3*#I$*&E,# 'D$+"0#F$D")$#G6"#A*7"%,3*#%$',",# &!"#=6",-
&'3*#35#&!"#%")$&'3*#8"&-""*#$25"D$)"#4!')3,34!"%#$*7#&!"#,"$#5%3D#I$*&'$*#
imaginary (Feminist Philosophy QYS>#H#,!$))#83%%3-#&!',#=6",&'3*#'*#3%7"%#&3#
$44)9#'&#&3#&!"#5"D$)"#(!$%$(&"%#'*#<%=6!$%&E,#@(&'3*#$*7#!"%#%")$&'3*#&3#&!"#
I$*&'$*#3("$*0#-!3,"#D"7'$&3%#,!"#8"(3D",#3*#&!"#',)$*7#35#,6443,"7#&%6&!>

<%=6!$%&E,#B$%9#LEB$))"9#',#8")'"/"7#&3#!$/"#8""*#&$W"*#.$-$91#'*#
$2D9,&"%'36,#-$90#8"(3D'*+#53%"/"%#$*#36&($,&#5%3D#&!"#(3DD6*'&90#7"-
spite its unremitting efforts to socialize her back into her conventional 
%3)">#H*#B$%9E,#($,"0#.&!$&#3&!"%#,")5#35#!"%,1#P&3#6,"#U$6%"*("E,#4!%$,"S#
is a gift from the dying sailor who kindles enough love in her to estrange 
her from the community. Mary is the mediator between stability and or-
der on the island and turbulence of the ocean, which submerges the ship 
called Moira and its sailor who utters the name of the ship in front of 
Mary, thus changing her identity for ever. Mary swims naked in the ocean 
with her demon lover, and imagines sexual union. He introduces her to 
the world of submerged structures, sunken architecture, attributes of life 
on the land now buried in the sea of desire. Caterina Ricciardi draws read-
"%,E#$&&"*&'3*#&3#&!"#5$(&#&!$&#B$%9#%"(3+*'N",#&!"#,$')3%#$,#$2/','&3%#5%3D#
the “otherworld island.” The critic asks if Canada, where Mary is taken 
$-$9#'*#&!"#)'&"%$)#,"*,"#D6(!#)$&"%0#8"(3D",#.L','*E,#3%#G$'*&#e%"*7$*E,#
isle to be searched for in the west, across the sea, far away from Ireland” 
Pr_S># !',#'*&"%4%"&$&'3*#-36)7#56%&!"%#7",&$8')'N"#&!"#I$*&'$*#3443,'&'3*#
between island and ocean. The island of Rathlin has its “otherworld” op-
43,'&"0#-!')"#:$*$7$#&6%*,#'*&3#$2D9&!'($)#H%',!#',)"0#$,#'5#"$(!#35#&!"D#!$7#
'&,#7344")+s*+"%>#M'(('$%7'E,#(3DD"*&#!'*&,#$&#&!"#D3&'5#35#7",("*&0#-!'(!#
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is also noted by Anne Compton, who compares the condition of Mary to 
that of Persephone, who “will live in this world and in the otherworld” 
PQ^jS>#O!')"#F"%,"4!3*"#(3**"(&,#7"$&!# $*7#7",'%"0# &!"#7",("*&# .6*7"%#
-$&"%1#$),3#8%'*+,#&3#D'*7#.&!"#-$&"%,#35#7"$&!1#'*#8'8)'($)#G!"3)0#$24"%')-
36,#"C4"%'"*("#&!$&#D$9#86&#73",#*3&#!$/"#&3#8"#$24%")67"#&3#%"+"*"%$&'3*#
(Filipczak, Valley fR]f\S>#  !',0# '*# &6%*0# (3**"(&,#-'&!# &!"# 7",("*&# '*&3#
.&!$&#3&!"%#,")5#35#!"%,1#3%#.6*7"%+%36*7#,")501#$2*"(",,$%9#($&$)9,&#'*#&!"#
metamorphosis of other Urquhart heroines.

The name and Irish context of the protagonist of Away cannot but 
4%3/3W"#$,,3('$&'3*,#-'&!#B$%'3)$&%9>#B$%9#',#$2/'%+'*0#&!36+!#,!"#+$'*,#
(3D4)"&"#W*3-)"7+"#35#$2D$)"#8379#5%3D#!"%#,'*+)"#$(&#35#-$&(!'*+#3/"%#
the dying sailor. Thus she is at the same time pure and possessed by the 
3&!"%0#$*70#(!$%$(&"%',&'($))90#,!"#"*7,#64#!$*7"7#3/"%#&3#$2D$*#-!3#-$*&,#
to marry her, though, like New Testament Joseph, he knows she has be-
longed to the other. Mary is an unusual echo of biblical Mary because she is 
endowed with the gift of eloquence. Rather than pray, she sings the rhymes 
&!$&#4%3/3W"#&!"#,6,4'('3*#35#$24%'",&0#-!3#',#-'))'*+#&3#.&!%$,!1#&!"#7"-
D3*#36&#35#!"%#'5#*"(",,$%9>#B$%9E,#%"56,$)#&3#+3#8$(W#&3#!"%#53%D"%#,")5#
@*7,#$2D3,&#'*&"%",&'*+#"C4%",,'3*#'*#&!"#,("*"#&!$&#D'+!&#8"#%"$7#$,#$2%"-
versal of Annunciation. In order to free her from her demon lover, Father 
t6'**#&%'",#&3#"C3%('N"#B$%9#%"4"$&"7)9#'*#&!"#4%","*("#35#!"%#D3&!"%#$*7#
her future husband. He resorts to all possible means at his disposal: prayer, 
holy water, psychological pressure. Mary comes up with one word that is 
relevant in the context:

.m301#,!"#,$'7#=6'"&)90#$*7#'&#-$,#&!"#@%,&#-3%7#,!"#!$7#,43W"*>
“No,” she said again into the distance of the room.
“Cast off this shadow, Mary,” the priest was saying “that stands 

between yourself and God.” (Away fRS

Pressure of ecclesiastical authority, which is supposed to transform 
B$%9#'*&3#X37E,#!$*7D$'70#5$'),#&3#")'('&#!"%#$+%""D"*&0#)"&#$)3*"#!"%#,")5Z
effacement. Mary stands her ground, and in her thoughts belongs to some-
3*"#"),">#e%'$*#D$%%'",#!"%0# $*7#4%3D',",# &3#4%3&"(&#!"%>#B$%9E,#/','3*,#
7',$44"$%#-!"*#,!"#8"(3D",#$2D3&!"%>#H*#&!"#5$("#35#7"/$,&$&'*+#43&$&3#
famine the couple move to Canada with their son, much like Joseph and 
B$%9#[""'*+# &3#T+94&>#B$%9#+'/",#8'%&!# &3# $27$6+!&"%# '*# &!"#*"-# )$*70#
,9D83)'($))9#&%$*,53%D'*+#'&#'*&3#&!"#)3(6,#35#*"-#)'5">#u"&#,!"#',#)$&"%#&$W-
"*#.$-$91#$+$'*0#$5&"%#,!"#(3D",#'*&3#(3*&$(&#-'&!#$2/$,&#"C4$*,"#35#-$&"%>#
L*#&!$&#D"D3%$8)"#7$9#!"%#,3*#U'$D#,"",#!"%#$4%3*#[$44'*+#3*#$2()3&!",-
line in the wind. The apron is the costume connected with the role that 
B$%9#*"/"%#56))9#'7"*&'@"7#-'&!0#,3#,!"#-$,#$8)"#&3#7',($%7#'&>
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H*#&!"#-3%7,#35#A**$#e%$*$(!ZI$))$,0#B$%9#',#.&!"#7368)9#(3)3*'N"7#
3&!"%>1#A,#,!"#*3&",0#B$%9E,#!6,8$*7

>#>#>#-!3#!$,#$)-$9,#,36+!&#53%#$2:")&'(#8$%7#$D3*+#!',#,&67"*&,#$*7#',#
@))"7#-'&!# ,3%%3-#8"($6,"#!"#!$,#*"/"%# 536*7#3*"0#-!'(!#D$W",#!'D#
fear that Gaelic culture will disappear, fails to notice that he has given his 
)"$%*'*+#&3#$2%"$)#43"&c!',#-'5">#PQ^RS

e%$*$(!ZI$))$,#,"",#B$%9#$,#(!$))"*+'*+#&!"#,&"%"3&94",#35#H%',!#4"$,$*&#
women and Canadian pioneer women. In the latter form Mary resembles the 
@%,&#35#<%=6!$%&E,#@(&'3*$)#!"%3'*",0#v)"7$#B(`36+$)0#-!3#-%'&",#!"%,")5#
36&#35#&!"#D')'&$%90#*$&'3*$)',&'(#$*7#73D",&'(#,(%'4&,#&!$&#!"%#!6,8$*7#B$J3%#
McDougal prepared for her. Fleda is trapped in the image of an angel in the 
!36,"0#$*7#'*#$25$*&$,9#35#5"D'*'*'&9#,4$-*"7#89#$243"&#-!3#$73%",#!"%0#86&#
,!"#%",',&,#83&!>#?"%#J36%*$)0#-!3,"#@*$)#-3%7,#%"/"$)#!"%#/3'("0#D'+!&#8"#
,""*#$,#$2%"(3*,&%6(&'3*#35#écriture feminine in nineteenth-century Canada. 
It ends with the words “[s]etting forth,” which encapsulate the condition 
35#<%=6!$%&E,#!"%3'*",K#,"&&'*+#53%&!#5%3D#&!"#',)$*7,#35#38J"(&'/"#.&%6&!01#
53))3-'*+#&!"'%#3-*#,68J"(&'/"#7",'%"#53%#43&"*&'$)#&!$&#($*#8"#536*7#3*)9#
8"93*7#&!"#,"(6%"#(3*@*",>

H*#!"%#*3/")#"C4)'('&)9#7"$)'*+#-'&!#$25"D$)"#$%&',&0#The Stone Carv-
#5'2!&!"#$6&!3%#,!3-,#6,#$24%3&$+3*',&#-!3#$),3#9"$%*,#&3#%"'*/"*&#!"%,")50#
86&0# )'W"# &!"#4%"/'36,)9#D"*&'3*"7# 5"D$)"# (!$%$(&"%,0# ,!"# ',# (3*@*"7# '*#
the homely structure of custom and propriety. A descendant of German 
'DD'+%$*&,#&3#L*&$%'30#I)$%$#e"(W"%#)'/",#$*#3%7"%)9#)'5"#'*#&!"#/'))$+"#35#
Shoneval until her peace of mind is disrupted by the intrusion of an Irish-
D$*0#T$D3*#LEG6))'/$*0#-!3#5$)),#'*#)3/"#-'&!#!"%>

L*"#35#&!"#,("*",#7",(%'8'*+#!',#(36%&,!'4#35#I)$%$#()$'D,#4$%&'(6)$%#
attention.

 !$&#*'+!&#$,# ,!"# &""&"%"7#3*#&!"#"7+"#35#,)""40#I)$%$#!"$%7#D6,'(#,3#
achingly sad, so astonishingly pure and clear, that her entire body was 
alert to the sound. She walked furtively over to the window, as if she 
5"$%"7#,!"#D'+!&#$-$W"*#$2*6D8"%#35#6*5$D')'$%#+!3,&,#3%#$)&"%*$&'/"#
,")/",>#PRqS

The quotation leads us into “the territory of dreams and memo-
%92>2 >2 >2$2D')'"6#'*#-!'(!#<%=6!$%&#"C("),01#&3#6,"#&!"#-3%7,#35# 'D3&!9#
Findley from his review of Storm Glass#PQfS>#I)$%$#+6",,",#&!$&#&!"#.D6,'(#
,3# $(!'*+)9# ,$71# ',# &!"# ,36*7#35# &!"#@77)"#4)$9"7#89#T$D3*# '*# &!"#3%-
chard, and “her entire body” is “alert.” At the same time she is caught in 
$2X3&!'(#,'&6$&'3*>#?"%#"%3&'(#7",'%"#D$*'5",&,#'&,")5#$,#$2&$8330#$2X3&!'(#
secret whose presence she fears to acknowledge because it might destroy 
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her conventional image. Her desire must appear fearsome to her because 
she has interiorized male disapproval of female expressiveness. As stated 
89#A*7"%,3*#'*#!"%#(3DD"*&#3*#I%',&"/$0#5"D$)"#7",'%"#.!$,#$2*"+$&'/"#
D"$*'*+#53%#4$&%'$%(!9k#'*#&!"#4$&%'$%(!$)#(3*@+6%$&'3*#35#A7$D#$*7#T/"0#
'&# ',# $2 (3*,('36,# '*()'*$&'3*# &3# 7"/'$&"# 5%3D# $2 +337# %$&'3*$)# '*&"*&'3*1#
(Feminist Philosophy QjQS>#I)$%$#($**3&# %"$(!# 53%#!"%#43&"*&'$)0#8"($6,"#
she has not yet accepted her “alternative selves.” She can only experience 
her sexual drive “furtively” and “on the edge of sleep,” but “the following 
D3%*'*+#,!"#!$7#$)D3,&#(3*/'*("7#!"%,")5#&!$&#&!"#D6,'(#$*7#&!"#@+6%"#'*#
the orchard had been merely an unsettling dream” (Urquhart, The Stone 
Carvers RqS>#H*&"%",&'*+)90#&!"#*'+!&#,("*"#%"($)),#B$%9#LEB$))"9E,#(3D-
munion with the demon lover. His “song was like no other song,” and it 
8"($D"#$2,36%("#35#53%8'77"*#W*3-)"7+"0#,3D$&'(#$*7#,4'%'&6$)>

T$D3*#(!$))"*+",#I)$%$E,#7",'%"# 53%# .4$,,'3*# $*7# 'D$+'*$&'3*1# P\\S0#
which has been subdued by the Sisters of the Immaculate Conception who 
$&&"D4&"7#&3#&%$*,53%D#&!"'%#4%3&w+w"#'*&3#$273(')"#!$*7D$'7>#I)$%$#',#7"-
scribed as the one who would like to know the secret lives of saints, espe-
cially “moments of sin.” Thus she is “alert” to “alternative selves” under-
neath the facade. This is exactly why the nuns try to divert her attention 
from martyrs and visionaries to abbesses, connected with hard work, as 
$2-$9#&3#-$%7#355#&"D4&$&'3*>#H*#$2/"%9#'%3*'(#4$,,$+"#&!"#&"C&#'*&'D$&",#&3#
6,#!3-#&!"#*6*,#&%9#&3#4%"/"*&#.I)$%$E,#'7)"#!$*7,1#5%3D#8"(3D'*+#.&!"#
`"/')E,#4)$9+%36*71#PQ__S>#H*7""70#I)$%$#',#/"%9#(3*,('"*&'36,#'*#!"%#%3)"#
$,#,"$D,&%",,0#$*7#$,#-337($%/"%#-3%W'*+#3*#&!"#@+6%"#35#$*#$88",,#53%#&!"#
)3($)#(!6%(!>#O!$&#&!"#*6*,#73#*3&#53%",""#',#&!$&#I)$%$#-'))#*3&#8"#4%"/"*&-
ed from discovering her “alternative” self, which will inevitably emerge as 
$2%",6)&#35#!"%#4$,,'3*#53%#T$D3*>#?"%#.'7)"#!$*7,1#"C4)3%"#T$D3*E,#8379#
3*)9#.56%&'/")91#$&#@%,&0#-!"*#,!"#&$W",#D"$,6%"D"*&,#53%#!',#%"7#-$',&(3$&>#
U$&"%#&!"#,$D"#.'7)"#!$*7,1#,(6)4&#T$D3*E,#5$("#'*#O$)&"%#A))-$%7E,#D3*6-
ment dedicated to soldiers killed in the First World War.

While she is taking measurements, which is an erotic overture to the 
%")$&'3*,!'40#T$D3*#7"()$%",#!',#4$,,'3*#53%#!"%0#$*7#,!"#@*7,#!"%,")5#%"-
,43*7'*+# '*#W'*7>#T$D3*#/3'(",#!',#7",'%"#53%#$2%"7#-$',&(3$&0#$*7#73",#
*3&# (!$*+"# !',#D'*7#-!"*#I)$%$# (!$,&',",# !'D# 53%# $2 [$,!9# (3)36%>#?',#
passion for her is voiced with equal intensive way. Her mind fraught with 
'D$+",#35#8)$(W0#+%"9#$*7#-!'&"#+$%D"*&,0#$28)$(W#833W#35#D"$,6%"D"*&,#
'*#!"%#!$*70#I)$%$#',#83&!#%"4"))"7#$*7#$&&%$(&"7#89#&!"#"C4)'('&*",,#35#7"-
,'%">#.HE))27'"#35#&!',1#PR_S0#T$D3*#7"()$%",>#?',#'D$+"#35#$+3*9#&!%36+!#
)3/"#(3**"(&,#-'&!#I)$%$E,#+%$*75$&!"%E,#$))6,'3*#&3#4$,,'3*$&"#H%',!#,$'*&,0#
which he made in response to her question: “Would my abbess ever have 
8""*#'*#)3/"x1#PQ__S>#H5#&!"#$88",,#',#,""*#$,#I)$%$E,#,")5Z43%&%$'&0#'&#',#",-
,"*&'$)#53%#!"%#&3#$,W#,6(!#$2=6",&'3*>
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H*&"%",&'*+)90#I)$%$#e"(W"%#$*7#T$D3*#LEG6))'/$*#($*#8"#J6C&$43,"7#
with Gretta Conroy and Michael Furey in “The Dead,” the last short story 
'*#;$D",#;39("E,#Dubliners. Michael Furey, of whom Gretta says: “I think 
!"#7'"7#53%#D"1#PYjYS0#',#$,#4$,,'3*$&"#$,#T$D3*># !"#(364)"#+3#53%#-$)W,#
'*#&!"#(36*&%9#J6,&#)'W"#T$D3*#$*7#I)$%$>#B'(!$")#,&$*7,#6*7"%#X%"&&$E,#
window to confess his love, much like Eamon, whose “nocturnal appear-
$*(",1#7")'+!&#I)$%$>#A*7#B'(!$")#!$,# $2+337#/3'("k#-!"*#X%"&&$#!"$%,#
e$%&"))#`EA%(9#,'*+#$5&"%#&!"#4$%&9#$&#X$8%'")E,#$6*&,#,!"#,""D,#D",D"%-
ised by “distant music” (Joyce Yf_S0#-!'(!#D$W",#83&!#B'(!$")#v6%"9#$*7#
her “alternative” self resurface from memory in the confession she makes 
later in front of her husband, Gabriel. An association that suggests itself 
$&#&!',#,&$+"#',#&!$&#&!"#D6,'(#T$D3*#D$7"#'*#&!"#3%(!$%7#3*#$2D"D3%$-
8)"#*'+!&#)'*+"%"7#'*#I)$%$#.3*#&!"#"7+"#35#,)""401#$*7#T$D3*E,#D"D3%9#
8"(W3*"7#!"%#5%3D#7',&$*("#D$*9#9"$%,#)$&"%>#A5&"%#$25%6'&)",,#"C',&"*("#'*#
G!3*"/$)0#!"%#&'D"#@))"7#-'&!#&"*7'*+#$286))#$*7#(3-0#I)$%$#8"(3D",#$-$%"#
again of her “alternative selves” of artist and lover.

I)$%$#!$,#&%$/"))"7#$(%3,,#&!"#3("$*#'*#D$)"#7',+6',"0#$4&#53%#!"%#$%&',-
tic vocation, and thus has managed to become one of the carvers working 
on the war memorial. Her real identity is unmasked by Walter Allward, 
-!"*# ,!"# ',# $)&"%'*+# 3*"# 35# !',# @+6%",># H&# ',# &!"*# &!$&# !"%# (3D4$*'3*#
X'3%+'3#5$)),#'*#)3/"#-'&!#!"%>#I)$%$#"/"*&6$))9#(3*5",,",#T$D3*E,#*$D"#
'*#5%3*&#35#!'D0#)'W"#X%"&&$0#-!3#/3'("7#B'(!$")#v6%"9E,#*$D"#'*#5%3*&#
35#X$8%'")>#u"&#X$8%'")#(36)7#3*)9#5"")#!6D')'$&"7#89#X%"&&$E,#4$,,'3*#53%#
$2D$*#-!3#!$7#-3%W"7# .'*# &!"# +$,-3%W,01#-!"%"$,#X'3%+'3# )"&,#I)$%$#
mourn Eamon.

I)$%$E,# $)&"%$&'3*# 35#A))-$%7E,#D3*6D"*&# ($*# 8"# ($))"7# 5"D$)"# 7'$-
)3+6"#-'&!#$2&%$7'&'3*Y# &!$&#A))-$%7#,&$*7,#53%>#A))-$%7E,#4%"/'36,#-3%W#
',# &!"# ,(6)4&6%"#35#(3)3*'$)# 536*7'*+# 5$&!"%,0#!"*("#$2!"$/')9#4$&"%*$)',-
tic statement. The marble for the war memorial is cut by his engineers in 
the very quarry that served emperor Diocletian, which connects Allward 
with the Roman Empire while continuing the link with the British Empire 
'*!"%"*&# '*#!',# "$%)'"%#4%3J"(&># !"#7'55"%"*("#8"&-""*#!'D#$*7#I)$%$# ',#
)'W"#&!$&#8"&-""*#$2D$)"#4!')3,34!"%#$*7#!',#5"D'*',&#'*&"%4%"&"%>#A))-$%7#
-$*&,#&!"#6*'/"%,$)#'*#&!"#D3*6D"*&0#86&#I)$%$#D$W",#&!"#,(6)4&6%"#,'*-
gular, drawing on her embodied experience of sexual love. Her vision is 
$((3DD37$&"7#89#&!"#,(6)4&3%0#$*7#&!6,#'&#8"(3D",#$24"%,3*$)#'*,(%'4&'3*#
3*#$*#3&!"%-',"#'D4"%,3*$)#8379#35#-3%W>#A)$*$#V'*("*&#,$9,K#.<%=6!$%&#
(!3,"#&!"#@+6%"#-'&!#&!"#)"$,&#/','8)"#5$("#35#$*9#3*#&!"#D3*6D"*&#3*&3#
-!'(!#&3#4%3J"(&#!"%#3-*#*$%%$&'/"1#PR_S>#<%=6!$%&E,#*3/")#',#$2D3*6D"*&#

Y Cf. Michèle Le Doeuff, “Women in Dialogue and in Solitude,” Journal of Romance 
Studies#jKY#PY__jSK#Q]Qj>
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'*#'&,")50#$*7#$27'$)3+6"#-'&!#&!"#&%$7'&'3*#35#-$%#!"%3',D0#-!3,"#%"/','3*-
ary interpreter she becomes.

H*#&!"#$(&#35#(!',"))'*+#T$D3*E,#5"$&6%",#3*#&!"#D3*6D"*&#7",'+*"7#89#
A))-$%70#I)$%$#%"/"%,",#&!"#D9&!#35#F9+D$)'3*k#,!"#,9D83)'($))9#%"(%"$&",#
Eamon, and also realizes herself as an artist. This echoes her previous work 
3*#&!"#%"7#-$',&(3$&0#-!'(!#,!"#%"(%"$&"7#53%#!"%,")5#$5&"%#T$D3*E,#7"$&!>#
Like Ishtar braving the underworld to reach for Tammuz, like Isis restoring 
7',D"D8"%"7#L,'%',# &3# )'5"0#I)$%$# %"ZD"D8"%,#T$D3*>#L&!"%#(%'&'(,#$),3#
(3**"(&#!"%#7",("*&#'*&3#&!"#&%"*(!",#-'&!#D9&!>#e%$*$(!ZI$))$,#,"",#I)$%$#
as Euridyce, who is led from the world of shadows into light by Giorgio, 
!"%#L%4!"6,#P.X3&!'(#F$)'D4,",&,1#f\S>#A**#:3D4&3*#,&$&",#&!$&#.)'W"#&!"#
@+6%",#35#X%""W#D9&!#aI)$%$b#7",("*7a,b#'*&3#$2)3-"%#-3%)7#$,#T6%'4'7",E#
A)(",&',#73",#-!"*#,!"#355"%,#!"%,")5#&3#?$7",#$,#$2,68,&'&6&"#53%#!"%#!6,-
8$*72>2>2>23%#$,#A%'$7*"#73",#&3#+6'7"# !","6,#36&#35#&!"#)$89%'*&!1#PQ^\S>#
O!')"# H#73#*3&#@*7#:3D4&3*E,# '*&"%4%"&$&'3*# (3*/'*('*+0# '&# ',# "/'7"*("#
&!$&#;$*"#<%=6!$%&E,#@(&'3*#%",3*$&",#-'&!#$))6,'3*,#&3#D9&!3)3+9#$*7#&!"#
classics, and this I shall return to later.

Female desire is certainly the focus of Away and The Stone Carvers. 
H*&"%",&'*+)90#$24$,,$+"#5%3D#The Stone Carvers might be used to comment 
on the condition of the protagonist in Away. O!"*#I)$%$#43*7"%,#&!"#)'/",#
of saints and other stories that the Sisters of the Immaculate Conception 
tell her for moral guidance, she comes up with the following:

G!"#8")'"/"7#P"/"*#D3%"#!"%"&'($))9#$*7#,"(%"&'/")9S#&!$&#&!"#V'%+'*#B$%9#
had been in love with the Holy Spirit, and that she had spent the remain-
der of her days pining for this spirit and longing for another miraculous 
6*'3*>#P\\S

 !"#&"C&#(3*&$'*,#$2&%$("#35# 98.2!$*7#(3*@%D,#D9#'*&"%4%"&$&'3*#35#
B$%9E,#(3*7'&'3*># !36+!#,!"#',#V'%+'*#B$%9#y#%"836%,0#B$%9#LEB$))"9#
pines for another miraculous union all her life and does not rest until the 
6*'3*#',#(3*,6DD$&"7#'*#!"%#3-*#7"$&!>#I)$%$E,#V'%+'*#B$%9#&6%*,#36&#&3#
8"#$24$,,'3*$&"#-3D$*#)'W"#$))#5"D$)"#(!$%$(&"%,#'*#;$*"#<%=6!$%&E,#@(&'3*>#
I)$%$#"*73-,#&!"#V'%+'*#B$%9#-'&!#&!"#,"C6$)#7",'%"#&!$&#-$,#,&$D4"7#36&#
or duly removed from her image under Christian patriarchy.

The imagery of the novel is reminiscent of Away. O!"*#I)$%$#$*7#
Eamon fall on the ice together and their hands touch, she is still fro-
N"*#'*&3#!"%#(3*/"*&'3*$)#%3)">#u"&#-!"*#T$D3*#,&$%&)",#!"%#'*&3#"%3&'-
(',D#76%'*+#$2 %'&6$)#35# &$W'*+#D"$,6%"D"*&,0#I)$%$# ,""D,#.&3#8"#D3/-
'*+# '*#$27%"$D# through water” PR_k#D9#"D4!$,',S>#A),30# )'W"#F$&%'(W# '*#
3*#!G*%5+-,,+, and the sailor in Away0#T$D3*#',#$28"$6&'56)#936*+#D$*0#
-!'(!#I)$%$#*3&'(",#-!"*#&!"9#83&!0#&!36+!#,"4$%$&")90#6*7%",,#'*#3%7"%#
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&3#,-'D#(!$,&")9#'*#&!"#433)># !"#,("*"#$),3#$*&'('4$&",#&!"'%#(3*J6*(&'3*#
intertextually, because water is the element of Mary swimming out naked 
&3#D"%+"#-'&!#!"%#7"D3*#)3/"%>#A&#&!"#,$D"#&'D"0#&!"#,"$,($4"#(3*J6%"7#
64# '*#<%=6!$%&E,#*3/"),# '*/'&",#(3D4$%',3*#-'&!#Elemental Passions and 
Amante Marine by Luce Irigaray. Away brings in the repressed element 
35#-$&"%#-!'(!#&%$*,53%D,#,3)'7#)$*7>#O$&"%#[3-,#'&,#,6%%"4&'&'36,#(36%,"#
in 3*#!:(,&#!485;#5'2!where it surfaces to dissolve the solidity of the land 
on which the monument stands, in particular, the tenuous solidity of the 
6*7"%+%36*7#(3%%'73%,0#'*&3#-!'(!#X'3%+'3#$*7#I)$%$#7",("*7#'*#3%7"%#&3#
make love in the face of death, thus enacting the sentence in the last chap-
ter of the Song of Songs: “love is strong as death.” The military structure 
is suddenly invaded by desire: “she believed her body, the candlelight, and 
the walls of the tunnels were all turning to water, and that she might drown 
'*#!"%,")50#'*#!'D1#P^jjS>#U$&"%0#$5&"%#&!"#)3/"#,("*"0#X'3%+'3#$*7#I)$%$#$%"#
7",(%'8"7# $,# "C4)3%"%,# &%$/"))'*+# $2 .%'/"%# ,9,&"D# &!"9# !$7# 9"&# &3# *$D"1#
P^jqS># !',#&'D"#&!"#I$*&'$*#3443,'&'3*#8"&-""*#)$*7#$*7#-$&"%9#"C4$*,"#
',#6*7"%(6&#'*#$27'55"%"*&#-$9># !"#43%&'3*#35#)$*7#+'/"*#&3#:$*$7'$*,#'*#
return for their action in war becomes an island whose base dissolves in 
the “tributaries” of hidden passageways. The only solid structure seems 
&3#8"#A))-$%7E,#D3*6D"*&0#-!'(!#%"$(!",#'*&3#&!"#$'%#$*7#D"%+",#-'&!#'&>#
 !"%"#',#$2,68&)"#$))6,'3*#&3#Away here, and reversal of its imagery. Mary 
LEB$))"9#',#)"7#89#!"%#7"D3*#)3/"%#&3#$7D'%"#&!"#6*7"%-$&"%#,&%6(&6%"0#
$2('&9#'*#&!"#3("$*k#I)$%$#',#)"7#89#X'3%+'3#$*7#.!',#)'+!&1#&3#7',(3/"%#$2*"&-
work of tunnels built during the First World War like an underground river 
system, where walls turn to water. Both images collapse the opposition 
8"&-""*#[6'7#-$&"%#$*7#,3)'7#"$%&!>

O$&"%#'D$+"%9#W""4,#%",6%5$('*+#'*#<%=6!$%&E,# !=8-!,/!>+8''2!where 
the reader encounters an island whose geographical identity is contested. 
G3D"#(3*,'7"%#'&#$2%'/"%#',)$*70#-!')"#3&!"%,#,""#'&#$,#$*#',)$*7#3*#&!"#)$W"#
-!3,"#-$&"%,#D"%+"#-'&!#&!3,"#35# &!"#%'/"%>#I*3-*#$,# 'D8"%#H,)$*70# '&#
-$,#'*!$8'&"7#89#A*7%"-#O337D$*E,#$*(",&3%,># !"9#!$7#7%$'*"7#&!"#83+#
in the area so successfully that the land began to lose water. Sand crept 
'*&3#&!"#!36,",0# ,)3-)9#,""4'*+# '*&3#W'&(!"*#6&"*,'),#$*7#8"7,0# &3#@*$))9#
pile up in the windows, cutting off sunlight and air. Reversing the imagery 
connected with the monument and its surroundings in 3*#!:(,&#!485;#5'2!
the text shows how the island washed by waters becomes, paradoxically, 
$27","%&>#G""*#$,#$2D"&$4!3%'($)#(3DD"*&#3*#&!"#I$*&'$*#',)$*7#35#&%6&!0#
 'D8"%#H,)$*7#%"["(&,#&!"#(3*7'&'3*#35#&!"#D'*7#&!$&#!$,#"C()67"7#7",'%"#
and chaos as represented by vanished water. The condition of the island is 
"D837'"7#'*#'&,#,3)"#3((64$*&0#$2D'77)"Z$+"7#,4'*,&"%#$%&',&0#A**$8"))">#?"%#
"C()6,'3*#35#7",'%"#(3*,'+*,#!"%#&3#$2)'5"#35#7%9*",,0#4%$(&'($)'&9#$*7#%36&'*">#
In her essay on A Map of Glass#B$%&$#X3,N(N9h,W$#'*&"%4%"&,#A**$8"))"#



38

Dorota Filipczak 

$*7#3&!"%#(!$%$(&"%,#&!%36+!#&!"#4%',D#35#&!"#*3/")E,#'*&"%&"C&6$)#)'*W#&3#
 "**9,3*E,#. !"#U$79#35#G!$)3&&1#P.:6%,"7#H,)$*7,1#\^]Q_jS>#H*#5$(&0# "*-
*9,3*E,#%'/"%#',)$*7#(36)7#"$,')9#8"#(3D8'*"7#-'&!#&!"#I$*&'$*#)$*7#35#&%6&!#
and enchantment washed by the waters of death.

 !',#',#-!$&#-"#@*7#$&#&!"#8"+'**'*+#35#&!"#*3/")0#-!"%"#;"%3D"#,""W,#
inspiration for his art in the total solitude of deserted Timber Island, now 
(3/"%"7#-'&!#,*3->#u"&#;"%3D"E,#5"")'*+#35#,"(6%'&9#',#,677"*)9#,!$&&"%"7#
89#&!"#,'+!&#35#.$#7%3-*"7#D$*01#.$#[3$&"%01#&3#6,"#$2-3%7#5%3D#3*#!G*%5+-
-,,+2!where Niagara Falls and its vicinity become the scene of spectacular 
tragedies, suicides and exploits that end in death. Death encroaches upon 
&!"#$%&',&E,# ',3)$&'3*0#-!')"#!"#&%'",#&3#%"&$'*#&!"#46%'&9#35#(3*&"D4)$&'/"#
experience, much like St Jerome, to whom he is compared. This Gothic 
visitation opens an alternative script to Jerome, the text of desire, which 
displaces his own narrative. After his return to Toronto he is visited by 
G9)/'$0#-!3#()$'D,#&3#!$/"#8""*#&!"#7%3-*"7#D$*E,#)3/"%>#G!"#,!$%",#&!"#
,&3%9#35#!"%#7",'%"#-'&!#;"%3D">#A*70#,!"#,!$%",#&!"#J36%*$),#(3**"(&"7#
-'&!#A*7%"-E,#$*(",&3%,#5%3D# 'D8"%#H,)$*70#&!6,#D$W'*+#&!"#.[3$&"%1#
regain his voice. Reverting to the :,&1!,/!:,&1'2!Sylvia speaks of her love in 
&!"#5$("#35#7"$&!0#D6(!#)'W"#B$%9#LEB$))"9>

O!"*#G9)/'$E,#!6,8$*70#$273(&3%0#@*7,#!"%#$*7#!$,#$2(3*/"%,$&'3*#-'&!#
Jerome, he explains that his wife does not distinguish between hallucination 
$*7#&%6&!># !"#D$*#,!"#7",(%'8"7#$,#!"%#)3/"%#-$,#$*#A)N!"'D"%E,#4$&'"*&#
-!3#!$7#-$*7"%"7#355#3*#!',#3-*#'*#-'*&"%0#$*7#"/"*&6$))9#7'"7>#B$)(3)DE,#
&",&'D3*9# &!%3-,# )'+!&#3*#G9)/'$E,# (3*7'&'3*># G9)/'$# 8"(3D",# $2 7'55"%"*&#
4"%,3*#76%'*+#['+!&,#5%3D#!"%#3%7'*$%9#)'5"0#$*7#,!"#(%"$&",#+"*6'*"#%")$-
tionships for herself in lieu of the missing sexual connection with her own 
!6,8$*7>#B$)(3)DE,#()'*'($)# J67+"D"*&#',#7',&3%&"7#89#!',#&%6,&# '*#%"$,3*#
and distrust of imagination. His insistence that Sylvia cannot make friends 
contradicts the reality of her experience with Jerome and Myra.

The “alternative self ” in A Map of Glass "(!3",#$*7#&%$*,53%D,#$2,'D'-
lar phenomenon in Away. Sylvia is also “taken away” from her ordinary 
,")50#86&#$,#,!"#',#$2&-"*&'"&!Z("*&6%9#!"%3'*"0#!"%#(3*7'&'3*#',#7'$+*3,"7#
medically, unlike the condition of Mary, who, for superstitious nineteenth-
century Irish people, was simply possessed by an evil and recalcitrant 
spirit, much like the Gerasene demoniac from the Markan Gospel. Sylvia 
(3*5",,",#&3#;"%3D"#&!"#,&3%9#35#!"%#.,"(%"&1#,")50#&3#6,"#&!"#$7J"(&'/"#5%3D#
the novel. Like Mary, she discards her “previous self,” to use the expres-
sion from Away.  !"#&-3#4!%$,",#!'+!)'+!&#<%=6!$%&E,#4%"3((64$&'3*#-'&!#
“alternative selves” which allow female protagonists to venture into dream 
and desire of more substance than reality controlled by reason.

In conversation with Jerome Sylvia says that she was saved from being 
%6*#3/"%#-!"*#A*7%"-#O337-$%7#+3&#!3)7#35#!"%>#G!"#(3*J6%",#64#&!"#
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image of Andrew holding her, which brings to mind Mary and the demon 
sailor whom she holds close to herself. While reminiscing about the later 
stages of her relationship, Sylvia says:

 !"#'7"$#35#!'D0#936#,""0#W"4&#'&,#$%D#$%36*7#D9#,!36)7"%,0#J6,&#$,#D9#
peninsula kept its arm around the lake, protected me, and kept me safely 
distant from everyone else. The distance, of course, was not new, but 
&!"#4!$*&3D#"*('%()'*+#$%D#-$,#$2,6%4%',"#6*&')# '&#8"($D"#$2!$8'&# )'W"#
8%"$&!'*+0#3%#)'W"#46),">#PQ^fS

The language Sylvia uses combines the Gothic with the somatic. She 
7",(%'8",#!"%#)3/"%#$,#$24!$*&3D0#&!',#D$W'*+#!'D#()3,"#&3#B$%9E,#7"D3*#
lover. The quotation brings to mind Mary swimming naked in the sea un-
til the idea of her lover took shape in the water and she felt herself being 
entered by him.

Sylvia makes tactile maps, which are substituted for the body in her 
(3*5",,'3*>#?"%#)3/"%#',#&!"#4"*'*,6)$#$+$'*,&#-!'(!#,!"#7"@*",#!"%,")5#'*#
!"%#[6'7'&9#$,#$2)$W"># !"#-$&"%#(3**"(&,#&!"#&!%""#$*$)9,"7#833W,k#B$%9#
$*7#!"%#)3/"%#,-'D#'*#&!"#3("$*k#I)$%$#$*7#T$D3*#'*76)+"#'*#"%3&'(#3/"%-
&6%",#'*#&!"#,!$73-"7#433)k#G9)/'$#',#&!"#)$W"#"*$(&'*+#(3*J6*(&'3*#-'&!#
&!"#4"*'*,6)$#'7"*&'@"7#$,#&!"#)3/"%># !"#-$&"%#',#$2@&&'*+#D$&%'C#53%#&!"#
"D"%+"*("#35#$*#.$)&"%*$&'/"#,")501#-!'(!#,6%5$(",#)'W"#$253"&6,#5%3D#$D-
*'3&'(#[6'7># !',#%"@+6%",#&!"#I$*&'$*#8'*$%9#3443,'&'3*#-!'(!#)"$/",#*3#
%33D# 53%# "'&!"%#-$&"%,# 35# 8'%&!# 3%# 7"$&!0#I$*&# W""4'*+# )$*7# $*7#-$&"%#
apart, and himself safe from the female beyond.

 !"#-$&"%#'D$+"%9#+6'7",#6,#'*&3#$24$%&'(6)$%)9#%"/"$)'*+#'*&"%&"C&#"C-
4)3%"7#8")3->#G9)/'$E,#(3*5",,'3*#&3#;"%3D"#&!%3-,#)'+!&#3*#&!"#(3*7'&'3*#35#
other Urquhart heroines. This is what she says about her lover and herself:

He often stood on burning decks of one kind or another when all but he 
!$7#["7>#A*7#H2>2>2>2H#,""D"7#&3#8"#(3*,&$*&)9#)$,!"7#&3#&!"#D$,&#89#&!3,"#
-!3#!$70#53%#D9#3-*#,$5"&9c3%#-$,#'&#53%#&!"'%,xc&'"7#D"#&!"%">#PQYRS

A&#)"$,&#&!%""#$))6,'3*,#D$9#8"#"D8"77"7#'*#&!',#"C("%4&># !"#@%,&#',#
(3**"(&"7#-'&!#$243"D#89#v")'('$#?"D$*,0#$2V'(&3%'$*#43"&#-!3#+)3%'@"7#
73D",&'(# '7"3)3+9# P:$%)9)"# ff]fjS># ;"%3D"# %"D"D8"%,# &!"#-"))ZW*3-*#
line from the poem that Sylvia alludes to: “the boy stood on the burn-
'*+# 7"(W0#-!"*# $))# 86&# !"# !$7# ["7>1#A*3&!"%# )'&"%$%9# $))6,'3*# (3*("%*,#
U3*+5"))3-E,!3*#!G5#DM!,/!(*#!B#'-#57'!-!'(!#&")),#&!"#,&3%9#35#$2,W'44"%#
who takes his daughter out to sea and ties her to the mast when storm 
breaks out. He dies in the storm, and so does his daughter, whose body, 
,&'))#&'"7#&3#&!"#D$,&0#',#536*7#3*#&!"#,!3%">#?"%#83*7$+"#%"($)),#(%6('@C-
ion, and since her purity symbolizes the American nation, she becomes 
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$2 536*7$&'3*$)# ,$(%'@("# PB',W3)(N"# qYS># G9)/'$# ,"",# !"%,")5# $*7#A*7%"-#
as victims of the ideology that foisted repressive stereotypes on men and 
-3D"*#$)'W">#u"&0#!'77"*#8"*"$&!#&!"#&-3#$))6,'3*,#',#&!"#D3,&#'D43%&$*&#
'D$+"0# &!$&#35#L79,,"6,0#-!3# ',# )$,!"7#&3#$2D$,&#,3#&!$&#!"#-'))#*3&#8"#
seduced by the siren song.

According to Lillian Doherty, the author of “Sirens, Muses and Fe-
male Narrators in the!?@.''#.N2!&!"#,'%"*#,3*+#',#$2,68/"%,'/"#&"C&#-'&!'*#
the ?@.''#., and therefore its power must be contained so that Odysseus 
D$9#$(!'"/"#!',#!3D"(3D'*+#PRYS>#G9)/'$#D$9#8"# ,$'7# &3#4"%,3*'59# &!"#
condition of Odysseus, bound to leave home and wander aimlessly. In her 
case the siren song might stand for the lure of “the alternative self,” the 
,68/"%,'/"#/3'("#5%3D#&!"#6*(!$%&"7#&"%%'&3%9#8"93*7#&!"#(3*@*",#35#!"%#
73D",&'(#%3)"># !"#,'%"*#,3*+#43,'&,#&!"#7$*+"%#*3&#3*)9#&3#$25"D$)"#/"%-
sion of Odysseus but also to the social order that keeps her “lashed to the 
mast” for her own safety. This is where A Map of Glass meets  98.2!where 
&!"#D3&'5#35#,"76(&'3*#89#$27"D3*#)3/"%#(3%%",43*7,#&3#43,,'8)"#,"76(-
tion by sirens in the ?@.''#.O Doherty states that sirens belonged with 
&!"#X%""W#53)W#-3%)7#J6,&#)'W"#D"%D$'7,0#6*7"%-3%)7#7"D3*,#$*7#3&!"%#
D3*,&%36,#(%"$&6%",#PRYS>#B$%9E,#7"D3*#)3/"%#5%3D#Away meets all these 
(%'&"%'$>#?"#',#(3**"(&"7#-'&!#&!"#6*7"%-3%)70#)'W"#$2D"%D$'7#-!3#,64-
43,"7)9#,&3)"#$2@,!"%D$*#5%3D#&!"#',)$*7#35#M$&!)'*#'*#Away. The demon 
)3/"%#',#&!6,#$2D$)"#(36*&"%4$%&#35#&!"#,'%"*,0#-!3#,"76(",#B$%9#-'&!#!',#
appearance and song. He offers her knowledge, but also subverts social 
order and ultimately leads Mary to her death in Canada.

Sirens in the! ?@.''#. are connected with seduction that relies on 
,4""(!#P`3!"%&90#.G'%"*,1#RqS># H*#Away Mary is metamorphosed by the 
@%,&#$*7#)$,&#-3%7#35#$279'*+#,$')3%0#$*7#,!"#"D8%$(",#&!"#-3%7#Moira as 
her new name, signifying the intrusion of an “alternative self ” which dis-
4)$(",#!"%#.4%"/'36,1#'7"*&'&9>#I)$%$#e"(W"%#',#$),3#,"76("7#89#&!"#43-"%#
35#T$D3*E,#4$,,'3*$&"#,4""(!0#$2/3)6D"#35#H%',!#43"&%9#&!$&#!"#$,W,#!"%#&3#
read, and the music he makes in the orchard. Sylvia appreciates Andrew for 
the intimate knowledge of the land.

In each of the above books the female protagonist reinvents herself 
$,#3&!"%0#89#53))3-'*+#$27",'%"#-!'(!#!$,#8""*#%"4%",,"7>#B$%90#I)$%$#$*7#
Sylvia become outsiders who refuse the attraction of safe domesticity, 
$*7#/"*&6%"#'*&3#$2)'D'*$)#N3*"#5%$6+!&#-'&!#&!"#7$*+"%#35#7"$&!#$*7#&!"#
promise of knowledge. In this they change the pattern connected with 
Odysseus, who has to ward off temptations that would prevent him from 
(3D'*+#!3D">#B$%90#I)$%$#$*7#G9)/'$#$%"#&%$*,53%D"7#89#&!"#"C4"%'"*(",#
&!$&#D'+!&#355"%#$24$%$))")#&3#&!"#,'%"*#,3*+>#H*# >v>#M'+")!35 E,#%"/'"-#35#
3*#!:(,&#!485;#5'2!predating  !=8-!,/!>+8''2!Jane Urquhart is compared 
to Homer in her “uncanny ability to interweave historical events, legends, 
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53)W#&$)",0#/','3*,0#$*"(73&",0#)3*+'*+,#$*7#J36%*"9,1#PjfS>#L*"#(36)7#$77#
that she also undercuts and subverts the monumental and heroic elements 
of Homeric tradition. Commenting on the experience of reading The 
:(,&#!485;#5'2#M'+")!35#&!'*W,#35#$2,&67"*&#%"(36*&'*+#&!"#"C4"%'"*("#35#
reading the!?@.''#.!PjjS. The!?@.''#.!4%"7$&",# &!"#I$*&'$*#3443,'&'3*#
8"&-""*#,"(6%"#',)$*7#$*7#4"%')36,0#,&3%D9#,"$>#M"$7'*+#?3D"%E,#4$,,$+"#
3*#&!"#,'%"*#,3*+0#3*"#%"$)'N",#&!$&#&!"#6,"#35#$2I$*&'$*#'D$+'*$%9#&6%*,#
Ithaca into the island of truth, and the sea into the stormy beyond identi-
@"7#-'&!#7",'%"0#7"$&!#$*7#5"D$)"*",,># !"#6*"C4"(&"7#,6%5$('*+#35#&!',#
'*&"%&"C&#'*#<%=6!$%&E,#)$&",&#*3/")#',#(3**"(&"7#-'&!#$2&!3%36+!#&%$*,53%-
mation of this episode. As Lillian Doherty reminds us, the ?@.''#.!“can be 
seen to elide or circumscribe the voices of dangerous females” (Doherty, 
Siren Songs q^S># !',# ',#836*7#&3#!$44"*#,'*("# &!"#,'%"*#,3*+# ',#/'"-"7#
$*7#J67+"7#5%3D#&!"#4"%,4"(&'/"#'D86"7#-'&!#&!"#$6&!3%E,#4$&%'$%(!$)#8'$,>#
G""*#'*#&!"#(3*&"C&#35#;$*"#<%=6!$%&E,#-%'&'*+,0#&!"#,'%"*#,3*+#8"(3D",#
an inspiration for the female protagonist, awakening her hidden potential 
)'W"#.7',&$*&#D6,'(1#'*#;39("E,#. !"#`"$7>1# !"#D9&!#',#&!6,#%"@+6%"7#$*7#
D"&$D3%4!3,"70#J6,&#)'W"#&!"#D9&!#35#A7$D#$*7#T/"#%"-%'&&"*#89#F$D")$#
G6"#A*7"%,3*#-'&!#&!"#6,"#35#I%',&"/$#$*7#M'(3"6%>#H*#,6(!#%"-%'&'*+#.7"-
,'%"#(3D",#&3#8"#%"(3+*'N"7#$,#$243&"*&'$))9#43,'&'/"#"*"%+91#PA*7"%,3*0#
.A8J"(&'3*1#YYQS>#A*7#&!"#I$*&'$*#-$%*'*+#$+$'*,&#&!"#4"%'),#35#-$&"%0#!',#
preference for enchantment offered by the island of truth, are confronted 
$*7#&%$*,+%",,"7>#L*)9#&!%36+!#,6(!#%"@+6%'*+#$*7#%"-%'&'*+#($*#&!"#$6-
thority of “alternative selves” emerge and last.
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