féminine” in her “The Politics of
Writing (the) Body.” Dismissing
what she calls “antiessentialist para-
noia,” Dallery highlights the positive
aspects of a writing practice that cel-
ebrates difference through the use of
puns, heterogeneous meanings, and
symbolic codes. In the same section,
Suzanne]J. Kessler’s ethnographic es-
say, “The Medical Construction of
Gender: Case Management of
Intersexed Infants,” discusses the ac-
tive construction of gender by medi-
cal staff when the sex of a child is
indeterminate.

The final section, “Questioning
Gender,” is perhaps the most in-
triguing, detailing the theories of
standpoint epistemology and
deconstructionism. As well, essays by
Donna Haraway and Rosalind
Pollack Petchesky insist, in different
ways, that feminists should actively
embrace the technological world.
Both advocate an understanding of
recent scientific and technological
findings, not only for enhancing the
life of the average woman, but also
for reassessing our current feminist
understanding of “gender.”

The anthology, without eliminat-
ing theoretical discord, demonstrates
the parallel exchanges taking place in
a variety of academic disciplines. An
ideal course book for undergraduates
and graduatesalike, Theorizing Femi-
nism provides an insightful examina-
tion of the broad range of theoretical
debates occupying contemporary
feminists in the humanities and so-
cial sciences.

HOLOGRAM

P. K. Page. London, Ontario: Brick
Books, 1994.

by Deborabh Jurdjevic

This is a fascinating book of poems.
Hologram explores alittle used poetic
form, the Renaissance glosa; con-

firms a frequently challenged canon; .
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extends the range of Page’s poetic
voice. The title indicates the govern-
ing metaphor and the method of
composition: a hologram is a three
dimensional image achieved by work-
ing with a photographic negative.
We note Page’s hologram first in the
word, second in the cover painting
“Votive Tablet” and third in the se-
ries of pen and ink kaleidoscopic
images which introduce the poems
severally. Each of Page’s poems de-
velops an unexpressed dimension in
existing poetry.

The book has a compelling physi-
cal presence. For example, having
read the poemsonce, the reader might
hold the spine of the book in the left
hand and use the thumb and fore-
finger of the right hand to spin
through the pages. One hears along
with the turning pages, Page’s voice
supplementing or challenging the
voices of the poets she has summoned
through her glosas; one sees printand
pattern (the image which looks like a
frame from a kaleidoscope) blend
into one another. The effect is one of
complex unity.

In her introduction, Page dates the
glosa form as late fourteenth and fif-
teenth-century. She notes the form,
used by the Spanish, has not been
popular in English. In spite of the
success of these poems, one under-
stands why. There is the sense that the
poem is initially anyway not much
more than an intellectual exercise, a
“crossword puzzle.” The form is cer-
tainly contrived: “the opening quat-
rain is written by another poet; this is
followed by four ten line stanzas, their
concluding lines taken consecutively
from the quatrain; their sixth and ninth
lines rthyming with the borrowed
tenth.” The key to Page’s success with
this form lies I think in the opening
lines to her introduction: “I was intro-
duced to the glosa through the ear. Its
form half hidden, powerfully sensed,
like an iceberg at night, made me search
for its outline as I listened.” A poet
may well write first from a sense of
sound, a sense of music in the lan-
guage, and any poet carries always in
her head lines, couplets, whole poems
which resonate and so create further

possibilities. This individual and col-
lective memory (of, for example, Eliot’s
moment in the rose garden) gives a
vitality to these poems which is several
removes from that commanded by a
crossword puzzle.

Page has chosen her quatrains
from the poetry of twentieth-cen-
tury figures (a quatrain from Sappho
being the exception that proves the
rule). All but four are in English
(George Seferis, Rainer Maria Rilke,
Pablo Neruda, and Sappho); all have
influenced the poet in her formative
years. Page sees her own work as
paying homage; her debt is paid
partly through her poetry, through
the extension of the original lines
into an idiom of her own, and inter-
estingly, the debt is also paid through
an indirect iteration of the canon.
Hologram bears out Helen Vendler's
assertion that if we want o know
the important poets of the past, we
need to look to contemporary poets,
rather than to critics, to find out.
These poems do not descend in an
expected line in women’s poetry
from Marianne Moore, through
Bishop to the confessional poets.
Rather than the common perspec-
tive of gender, these poems seem to
share a heroic perspective. I am
thinking specifically of Auden’s
“ethical hero” in The Enchafed Flood
who knows what others do not know
and whose mission is revelation.
What is revealed here is a kind of
toughness of character as Page’s per-
sona responds to a challenge inher-
entin the landscape (either literal or
emotional) in the original quatrain.
“Hologram” provides a case in point;
so too does the poem dedicated to
Rilke, “Autumn.”

In “Hologram” Page begins with
four lines from Seferis’s “King of

Asine.”

All that morning we looked at the
citadel from every angle.

We began from the side in the
shadow, where the sea,

Green without brilliance, - breast
of a slain peacock,

Received us like time that has no
break in it.
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She marks the landscape as a psy-
chological one by introducing a refer-
ence to Kafka’s castle. The physical
landscape acknowledged in “a new
geometry of interlocking octangles”
acquires a transcendental aspect as
the two lovers discover that they are
“interlocked in astrange dimension.”
There is a reciprocity of symbol be-
tween the figure of the lovers and the
landscape. On the one hand, Page’s
“we” isa functional device for explor-
ing the peculiarity of the scene; on
the other hand, the scene is a test of
character. Like traditional quest fig-
ures, the lovers make “the passage /
from the faint light of morning star
and pale moon.” They are “brave” to
begin in darkness. And they are re-
warded as traditional romantics at
journey’send with an experience they
half perceive and half create.

But to the cones of our eyes that
green was shining

and pierced us like a spear. (When
joy is great enough

how distinguish it from pain?) And
after the fugal greys

and the near-invisible shafts of no-
colour that had stained us,

how could our eyes adjust to so full
a spectrum?

Andyetinaflash, frominfra-red to
ultra-violet,

we saw the hologram glittering
above us

glistening in air we could suddenly
enter like swallows

as the whole citadel, rainbowed,
immediate,

received us like time that has no
break in it.

Faithful to the borrowed four lines,
Page’s poem is faithful too to its own
internal imagery. The eye “cones” of
the lovers are one of several geomerric
references whose purpose is to build
up the readers’ sense of the citadel.
What the lovers know is that there is
another dimension toadiurnal world.
That discovery is their revelation.
They enter the negative space of the
hologram with the freedom of swal-
lows; it is always there.

In “Hologram” Page teases out la-
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tent meaning in Seferis’ poem, In
“Autumn” her speaker challenges the
expected sense of Rilke's lines.

Whoever has no house now will
never have one.

Whoever is alone will stay alone

Will sit, read, write long letters
through the evening

And wander on the boulevards, up
and down . ..

Page picks up Rilke’s sense of “the
end” by elaborating on the season. I
quote her first stanza in full.

Its stain is everywhere,

The sharpening air

of late afternocon

is now the colour of tea.

Once-glycerined green leaves

burned by a summer sun

are brittle and ochre.

Night enters day like a thief.

And children fear that the beauti-
ful daylight has gone.

Whoever has no house now will
never have one.

Images of light and colour domi-
nate the stanza as Page builds on
Rilke’s understated anxiety. This is
subtly done. One knows for example
that tea stains do not come out; that
ochre is the inevitable end of green.
“Night enters day like a thief” sug-
gestssexual violation, asense enforced
by the “children’s fear” in the follow-
ingline. Throughout the stanza, Page
plays with assonance and alliteration:
the glycerined green leaves, the sum-
mer sun, the ‘s colliding in the chil-
dren’s “fear that the beautiful day-
light has gone.”

Time is the subject of the poem of
course, and Page keeps it before us by
continued reference to late afternoon
tea: the tea coloured air of the first
stanza, theworld asa “cup / onecould
hold in one’shand like astone” in the
second, “toastand teaare nothing” in
the third, the “tea-stained air” of the
fourth.

The first three stanzas echo and
elaborate on Rilke’s sense of despair
in the end of things. The fourth,

however, is a turn around. Page’s

narrator, in a voice she has clearly
established for herself, confronts her
poet. She is now the sage who sum-
marizes Rilke’s argument and relo-
cates it:

Even though there is bounty, a full
harvest

that sharp sweetness in the tea-
stained air

is reserved for those who have made
a straw

fine as a hair to suck it through -

fine as a golden hair.

Wearing a smile or a frown

God’s face is always there.

It is up to you

if you take your wintry restlessness
into the town

and wander on the boulevards, up
and down.

The notion that you are the source
of the world you see is a carry over
from nineteenth-century romanti-
cism, but the affirmation of God’s
face belongs distinctly to Page’s nar-
rator. I am reminded of George
Santayana (at one time the teacher of
Frost, Stevens, and Eliot) who be-
lieved thar religion is another world
to live in. His sense of alternative
worldsis present throughout this col-
lection of poems, in the space made
by the interaction of contemporary
and modern poet, in the negative
space articulated by the hologram, in
the sense of responsibility acceptedin
this poem by the narrator: “God’s
face is always there.”

We have heard much of late of
Harold Bloom’s notion of strong and
weak poets and Oedipal confronta-
tions. In Hologram Page pays a trib-
ute to her own mentors in a form
which acknowledges the power of the
original and which establishes at the
same time the power of the younger
poet. More useful in reading these
poems than Bloom’s image of strug-
gle is Page’s image of affinity. In the
concluding paragraph to her intro-
duction she writes of song birds
brought up in isolation who produce
a “kind of song - not species perfect -
but recognizable.” When these birds

are introduced to the songs of a vari-
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ety of birds not of their species, they
choose “the notes and cadences that,
combined with their own attempts,
completed their species song.”

ALL MY SISTERS: ESSAYS
ON THE WORK OF
CANADIAN WOMEN
WRITERS

Clara Thomas. Ottawa: The
Tecumseh Press Limited, 1994.

by Sylvia M. Priestley-
Brown

Just under half of the essays in this
collection firstappeared when Cana-
dian cultural nationalism was at its
height; there is something anoma-
lous about their publication in book
form in the mid-1990s when, regret-
tably, nationalism is waning and
when, in the name of greater
inclusiveness, critics often reject the
culture of one of the dominant found-
ing nations and feel compelled to
write criticism in keeping with con-
voluted, nearly impenetrable, Euro-
pean-derived elite discourse. Schools
of critical thought have changed
greatly since Clara Thomas’s literary
thinking was first formed; this book
returns us to the optimism and ex-
citement of a burgeoning female-
centered and nationalist critical per-
spective in Canada.

Her adherence to earlier critical
methods made Thomas a particu-
larly sensitive critic to the seventies’
focus on female characters whose
“opportunitiesand.. .future. . .arecir-
cumscribed.” Thomas concentrates
on themes, motifs, and on types of
fictional women, on evolving female
figures from Canadian romantic fic-
tion of the nineteenth century to
realism up to the end of the modern

VOLUME 15, NUMBER 4

period. The pattern of Thomas’s criti-
cism is descriptive and chronologi-
cal—a reminder of the text under
scrutiny, then an assessment and ap-
preciation, making these essays acces-
sible in the positive sense by
contextualizing with her strong sense
of cultural history. Hers is a literary-
historical approach, sometimes even
a sociological one (apt because some
writers, like Sara Jeannette Duncan,
are so keenly interested in social types
themselves), and a biographical one,
asbefitsabiographerof Anna Jameson
and William Arthur Deacon; the sub-
title might have reflected the fact that
most essays are equally on the lives as
well as the work of the Canadian
women writers under discussion.
Asthis collection is meant to crown
Thomas’s considerable scholarly
achievement, its value is multifari-
ous: to those who know Thomasasan
inspiring teacher, it records her sur-
vey of Canadian literature from pio-
neet writers to the brink of the post-
modern era. Itis particularly valuable
for her autobiographical introduc-
tion on teaching and research during
an intense rediscovery period in our
culture. The unabashed thread of
nationalism and sense of difference
from Americans, which Thomas sig-
nals in writers such as Sara Jeannette
Duncan, Margaret Laurence and
Northrop Frye, makes these essays
significant for students of interdisci-
plinary Canadian Studies. The book
can also be recommended to new-
comers to Canadian literature as a
more intensive reference work on a
more specific group of writers than
John Moss’s A Reader’s Guide.
Thomas is one of the earliest critics
to focus on women writers as unique,
thus her essays are those of a
groundbreaker, appreciated by ensu-
ing feminist critics, that can be read
from the vantage point of cross-cul-
tural women’s studies (namely, com-
parative studies between L.M.
Montgomery and Gene Stratton Por-
ter, Margaret Laurence and Willa
Cather, and Laurence and Gabrielle
Roy). Thomas’s reclaiming, through
archaeological work on buried au-
thors such as Evelyn Eaton, makes

her a model to emerging feminist
scholars. Most of all, when Thomas is
writing as an archivist, we glimpse
her friendship with Margaret
Laurence in quotations shared from
their letters, and learn much about
the writing process Laurence devel-
oped towards the end of her oeuvre.

Readers accustomed to a diet of
critical theory readings may be impa-
tient with linear commentaries, with
notes on a book’s publishing history
and an author’s popularity in her day,
or with the moral undertaking which
Thomas elucidates in the religious
and spiritual convictions of Laurence,
Frye and others. But Thomas is a
senior scholar who can continue writ-
ing what she wants to write without
being constrained by current fash-
ions. As in the dark ages before the
sixties’ boom of nationalist and femi-
nist sentiment, Canadians still tend
to forget, devalue or be indifferent to
their own literary history. Clara
Thomas’s example as a friend to Ca-
nadian writers, their literature and
our culture is a corrective to such
amnesia and neglect.

PIONEERING WOMEN:
SHORT STORIES BY
CANADIAN WOMEN.
BEGINNINGS TO 1880

Lorraine McMullen and Sandra
Campbell, Eds. Ottawa: University
of Ottawa Press, 1993.

ASPIRING WOMEN:

SHORT STORIES BY
CANADIAN WOMEN
1880-1900

Lorraine McMullen and Sandra
Campbell, Eds. Ottawa: University
of Ottawa Press, 1993.

NEW WOMEN: SHORT
STORIES BY CANADIAN
WOMEN 1900-1920
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