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Androgyny, p r e d i c t e d Carolyn Heil b r u n 
i n 1973, i s an idea whose time has 
come. Evidence has mounted since then 
to the p o i n t where i t seems t h a t , as 
w r i t e r s , c r i t i c s and s c h o l a r s , we must 
come to terms with t h i s very o l d con­
cept which i s suddenly new.(1) Ac­
cording to Joseph Campbell, androgyny 
as an i d e a l predates the p a t r i a r c h a l 
view which sets "apart a l l p a i r s of 
opposites."(2) This i s the view which 
has dominated Western thought f o r cen­
t u r i e s now. Thus the reappearance of 
the androgyne, which June Singer sug­
gests i s the o l d e s t archetype of which 
we have any experience,(3)may repre­
sent j u s t another v e r s i o n of the dream 
of r e t u r n to Edenic harmony. But i t 
may, i n s t e a d , h e r a l d a r e v o l u t i o n a r y 





and c r e a t i v e expansion of awareness, 
an iceberg of which the Women's Move­
ment c o n s t i t u t e s only the v i s i b l e t i p . 

My approach i s t h a t of a student and 
teacher of l i t e r a t u r e — c o n c e r n e d to 
understand what i m p l i c a t i o n s androgyny 
has f o r works of f i c t i o n i n p a r t i c u l a r 
and what l i g h t i t can throw on the 
process of c r e a t i o n . Those of us whose 
background i s l i t e r a r y study are w e l l 
aware of Cole r i d g e ' s dictum t h a t "a 
great mind must be androgynous." This 
i n t u r n l e d V i r g i n i a Woolf t o conclude 
t h a t "a mind t h a t i s p u r e l y masculine 
cannot c r e a t e , any more than a mind 
t h a t i s p u r e l y feminine."(4) The 
Di v i n e r s i s u s e f u l as an i l l u s t r a t i o n 
of t h i s concept, s i n c e the p r o t a g o n i s t , 
Morag Gunn, i s a woman and a w r i t e r — 
indeed the w r i t e r of the novel we read. 
Her development as a w r i t e r becomes 
the symbol f o r her i n t e r n a l develop­
ment of a c r e a t i v e wholeness which I 
take to be equi v a l e n t to androgyny. 

The f i r s t problem i s t h a t of d e f i n i t i o n . 
The word "androgyny" combines the 
Greek f o r male and female, but beyond 
th a t n e i t h e r h i s t o r y nor the d i c t i o n ­
ary i s of much help. They j u s t a f f i r m 
Heilbrun's admission t h a t androgyny i s 
"unbounded and hence fundamentally 
i n d e f i n a b l e i n nature."(5) To give 
the term boundaries and thus prevent 
i t from simply becoming a catch word 
f o r any i d e a l of wholeness, androgyny 
i s defined here as repr e s e n t i n g an 
inner s t a t e of wholeness which engages 
masculine and feminine p o l a r i t i e s i n 

an harmonious balance. Defined t h i s 
way, as a term to describe a psycho­
l o g i c a l mix of i d e a l masculine and 
feminine q u a l i t i e s i n a person of 
e i t h e r sex, androgyny draws a t t e n t i o n 
t o sexual p o l a r i z a t i o n as a root cause 
of p s y c h o l o g i c a l and s o c i a l problems. 
This should be a concern n a t u r a l and 
s i g n i f i c a n t to readers and w r i t e r s of 
both sexes, but e s p e c i a l l y t o a woman 
w r i t e r whether she be f e m i n i s t or not. 

In such a d e f i n i t i o n of androgyny mas­
c u l i n e (as d i f f e r e n t i a t e d from male) 
would represent q u a l i t i e s of aggres­
s i o n , and of i n t e l l e c t used t o see and 
act on d i c t i n c t n e s s , d i f f e r e n c e , 
separation; Feminine (as d i f f e r e n t i a t e d 
from female) would represent q u a l i t i e s 
of sensation, i n t u i t i o n and above a l l 
of relatedness. Both q u a l i t i e s would 
be e q u a l l y necessary to a person of 
e i t h e r sex. Each would q u a l i f y and 
support the other w i t h i n persons of 
whatever sex and each would have i t s 
own v a l i d i t y . This l a s t statement i s 
the only new emphasis to what has been 
inherent i n the Jungian d e f i n i t i o n of 
androgyny. Even w i t h t h i s d e f i n i t i o n , 
u n l i k e the homosexual or b i s e x u a l per­
son, the androgyne i s a pur e l y 
imaginative and i d e a l creature, never 
found i n the p h y s i c a l world. Indeed, 
androgyny, as an i d e a l , i m p l i e s t h a t 
the r e u n i f i c a t i o n of the sexes w i t h i n 
the s e l f i s a p r i o r concern to t h a t of 
the r e l a t i o n between the sexes i n so­
c i e t y . Perhaps t h i s i s why psycholo­
g i s t s e s p e c i a l l y of the Jungian 
school are comfortable w i t h the term, 



while many (though not a l l ) f e m i n i s t s 
are not. Cynthia Secor and others r e ­
j e c t androgyny as being not p r a c t i c a l 
enough as an instrument of change, 
p a r t l y because i t i s "devoid of con­
t e x t . " (6) 

"Devoid of context" presents a problem 
f o r l i t e r a t u r e too, e s p e c i a l l y i n f i c ­
t i o n , and may suggest why p a i n t i n g , 
s c u l p t u r e , poetry and myth have been 
the only a r t s h i s t o r i c a l l y to po r t r a y 
androgyny. F i c t i o n demands a much 
stronger sense of s o c i a l context. I n ­
deed, although Morag has t h i s context 
as a woman (and a Canadian), c r i t i c i s m 
has been d i r e c t e d at the vagueness of 
her p o r t r a i t as a w r i t e r . Context 
seems to be l a c k i n g here, leading The 
New York Time's c r i t i c of The D i v i n e r s 
t o complain that " u n l i k e w r i t e r s i n my 
experience who w r i t e f o r a l i v i n g , 
Morag never changes p u b l i s h e r s , f e e l s 
her agent i s n e g l e c t i n g her, worries 
about the s i z e of other w r i t e r s ' ad­
vances , or has any truck w i t h univer­
s i t i e s . " ^ ) This i s t r u e ; i n s t e a d , 
the context revealed by the t i t l e s of 
Morag's novels i s that of a symbolic 
progression o f the inner s e l f from the 
l i g h t of "Spear of Innocence" and 
"Prospero's C h i l d " through the dark­
ness of "Jonah" back to the l i g h t of 
"Shadow of Eden" and "The D i v i n e r s . " 
Thus, Morag's development, as I have 
shown elsewhere(8)is c o n s i s t e n t w i t h 
t h a t of the Jungian process of i n ­
d i v i d u a t i o n . (And, i n what would seem 
so f a r to be the norm f o r any f i c t i o n a l 
c haracter, Morag achieves androgynous 

wholeness only a f t e r the mid-point of 
her l i f e . The concept of androgyny 
seems t o o f f e r an e n r i c h i n g way of ex­
p l o r i n g o l d e r characters which l i t e r a r y 
c r i t i c s must develop terminology to 
describe.) The journey of the s e l f 
which Morag records from a combination 
of memory and present a c t i o n , i s one 
which, while i t i n c l u d e s continuing 
mystery and u n c e r t a i n t y , r e s o l v e s i t ­
s e l f f i n a l l y i n the comic mode of i n ­
t e g r a t i o n — t h e mode appropriate to the 
androgyne. 

But t h i s i t s e l f may be another problem 
f o r f i c t i o n — f o r of what i n t e r e s t i s , 
as one c r i t i c d e s c r i b e s androgyny, "a 
s t a t i c image of pe r f e c t i o n ? " ( 9 ) I f 
Morag becomes androgynous as I b e l i e v e 
she does, then i t i s c l e a r t h a t t h i s 
c o n d i t i o n does not imply a c e s s a t i o n of 
t r o u b l e , c o n f l i c t or sorrow. Morag r e ­
mains p a i n f u l l y aware of the darkness 
w i t h i n and without which o f t e n connect 
i n her r e l a t i o n to Pique, her daughter. 
She records Pique's c r y , "Can't you 
see I despise you?" and her daughter's 
challenge that Morag wanted her " f o r 
your own s a t i s f a c t i o n , yes. You never 
thought of him, or of me," remains un­
answered. In place of s t a t i c p e r f e c ­
t i o n what c h a r a c t e r i z e s Morag i s her 
a b i l i t y to balance opposites and r e s t 
i n the ten s i o n which t h i s generates 
ra t h e r than to i n s i s t on the s t a s i s of 
f u s i o n . 

The d i f f e r e n c e between balance and 
f u s i o n i s the one M a r i l y n F a r w e l l , 
w r i t i n g on V i r g i n i a Woolf(10)sees as 



c r u c i a l to a p o s i t i v e i n t e r p r e t a t i o n 
of androgyny. In the past the androgy­
nous i d e a l has been conceived of as a 
f u s i o n i n a male model—whether t h a t 
model be Adam (the o r i g i n a l androgyne) 
or C h r i s t . For the w r i t e r the paradigm 
of f u s i o n would mean th a t a woman would 
w r i t e l i k e a man—the i d e a l would be 
t h a t there would be no way of t e l l i n g 
whether she was a woman or not. But 
t h i s i s c l e a r l y a great l o s s . What 
the paradigm of balance would imply i s 
t h a t a woman would w r i t e l i k e a woman 
who was androgynous—and so would a 
man. In other words, androgynous 
w r i t i n g would be defined, as F a r w e l l 
suggests, by a wealth of perception 
and a wide range of c r e a t i v e v o i c e s and 
p e r c e p t i o n s , r a t h e r than as a s i n g l e 
u n i v e r s a l mode of knowing. 

Morag i s again a good i l l u s t r a t i o n of 
the p o s s i b i l i t i e s . The novel Morag 
w r i t e s , w h ile i t shares w i t h the 
other Manawaka novels by Margaret 
Laurence the strong i n n e r monologue 
of the p r o t a g o n i s t ' s v o i c e , r e f l e c t s 
f a r more d i v e r s i t y of tone, v o i c e , 
rhythmn and dialogue than any of the 
others. The outward-reaching q u a l i t y 
of Morag's v i s i o n i s r e f l e c t e d i n the 
c l a r i t y w i t h which she perceives and 
describes whatever s p a t i a l or temporal 
environment she i n h a b i t s , although the 
c i t y world i s c l e a r l y l e s s i n tune 
with her imagination than the small 
town and country. Her a b i l i t y to 
p a r t i c i p a t e s y m p a t h e t i c a l l y i n the 
l i v e s of her characters i s not l i m i t e d 
by gender, c l a s s or experience. In 

w r i t i n g her t h i r d novel "Jonah," Morag 
discovers that while " i n some ways she 
knows more about C o r a l . . . i t i s 
Jonah who seems l i k e l y to take on h i s 
own l i f e . " S i m i l a r i l y i n her non­
p r o f e s s i o n a l l i f e , Morag can accept 
and balance the i r r e c o n c i l a b l e d i f f e r ­
ences between her needs and those of 
J u l e s or Pique, and between her own 
needs as mother, as e r o t i c woman and 
as w r i t e r . Because of t h i s acceptance 
she i s free of emotional dependence on 
o t h e r s , yet she i s a l s o able to r e ­
lease them i n t o moral r e s p o n s i b i l i t y 
l i k e her own. 

In June Singer's book on androgyny 
(the most complete study so f a r on the 
subject) the f i r s t requirement f o r the 
androgynous person i s that "one must 
accept oneself as a t o t a l and complete 
being, e l s e each w i l l be looking f o r 
another person who w i l l f i l l out the 
inner spaces."(11) One of the r e ­
markable things about Morag's accep­
tance of s e l f i s that she does not 
show concern f o r f e m i n i n i t y (or the 
lack of i t ) as i t i s c u l t u r a l l y de­
f i n e d . This f e a r , one that research 
has shown to be p r e v a l e n t among pr o f e s ­
s i o n a l women, i s i l l u s t r a t e d i n Anna 
Wulf, Lessing's n o v e l i s t i c p r o t a g o n i s t 
i n The Golden Notebook. But i n con­
t r a s t to Anna Wulf whose animus f i g u r e 
w r i t e s i n her notebook the f i r s t sen­
tence of her new novel, Morag remains 
independent of her animus f i g u r e s , 
C h r i s t i e , J u l e s and McRaith. Neverthe­
l e s s , through them she gains the 
energy to leave Manawaka, to leave her 



husband Brooke and to r e t u r n to create 
a home of her own. Each serves as an 
animus f i g u r e i n connecting Morag to 
the deepest l e v e l s of her contrasexual 
s e l f and to the c r e a t i v e unconscious 
wherein l i e the springs of her n o v e l i s -
t i c i n s p i r a t i o n . (A c a r e f u l d i f f e r e n ­
t i a t i o n of characters who are animus/ 
anima f i g u r e s from those who are not 
would be a u s e f u l and i n t e r e s t i n g 
l i t e r a r y study i n t h i s connection). 

Jung has suggested t h a t the b i r d , a 
common symbol of the s p i r i t , i s normal­
l y found i n a woman's imagination to be 
r e s t i n g on the e a r t h , representing the 
primary female l i n k to matter.(12) 
In Morag's imagination, however, s p i r i t 
dominates and a c c o r d i n g l y the novel 
abounds i n images of b i r d s i n f l i g h t . 
This suggests the way t h a t the i n ­
t e g r a t i o n of the animus w i t h i n her 
has released and empowered the f u l l 
range of p o s s i b i l i t i e s i n her imagina­
t i o n . The other image dominating the 
n o v e l — t h a t of the f l o w i n g water of 
the r i v e r i s the one Singer uses as 
her metaphor f o r androgyny.(13) 

A f u r t h e r problem w i t h the treatment of 
androgyny i n the past i s that the 
androgynous i d e a l has always been con­
ceived of from a male consciousness or 
p o i n t - o f - v i e w , even when the w r i t e r 
was a woman.(14) For example, i n 
Blake and S h e l l e y or Jung and Neumann 
the masculine i s completed by the 
feminine but never the feminine com­
p l e t e d by the masculine. What the 
anima can do f o r a man has been e l o ­

quently described; what the animus can 
do f o r a woman i s only now being 
described by Jung's f o l l o w e r s . I n The 
Golden Notebook there i s a conscious 
e x p l o r a t i o n of the subject from a f e ­
male consciousness. Morag has not 
chosen to be, nor i s she aware of be­
i n g , i n the androgynous s t a t e but her 
p o r t r a y a l r e v e a l s many p a r a l l e l s — n o t 
only w i t h June Singer's i d e a l but a l s o 
w i t h what Ravenna Helson describes as 
a r e s u l t of her study of women authors 
of fantasy. Helson's study was an a t ­
tempt t o i l l u s t r a t e t h a t the meaning of 
the "androgyny of a c r e a t i v e person 
. . . need not be f r i g h t e n i n g " and t h a t 
i t represents the "nonconventional i n ­
t e g r a t i o n of p e r s o n a l i t y " that i s con­
s i s t e n t w i t h c r e a t i v i t y (while the l e s s 
c r e a t i v e i n d i v i d u a l s tend to a conven­
t i o n a l adjustment or to r e b e l l i o u s con­
f l i c t ) . (15) Helson's schema, portrayed 
as "The C r e a t i v e Woman as a C i r c l e of 
F r i e n d s , " i n c l u d e s a r c h e t y p a l f r i e n d s 
such as the Owl, Dwarf, Bear and Ser­
pent L a d y — a s w e l l as an animus f i g u r e . 
These archetypes represent, f o r Helson, 
p e r s o n a l i t y f u n c t i o n s i n c l u d i n g sex, 
charm, n a r c i s s i s m , c r u e l t y , i n t r o s p e c ­
t i o n , aggression, v u l n e r a b i l i t y , i n ner 
wisdom, craftsmanship, endurance and 
c r e a t i v i t y . This makes a strong, com­
plex p o r t r a i t , l i k e the one t h a t Morag's 
l o v e r , McRaith, p a i n t s of her i n which 
her eyes appear as "angry and f r i g h ­
tened, f r i g h t e n i n g l y strong." 

The advantages that the s t r e n g t h of an 
androgynous s e l f would b r i n g t o a 
w r i t e r seem undoubted. But f o r the 



woman as person, and the character i n 
f i c t i o n , one l a s t problem must be 
r a i s e d . I s the c o n d i t i o n of androgyny 
n e c e s s a r i l y synonymous w i t h i s o l a t i o n ? 
Singer i s c o n f i d e n t t h a t no necessary 
sexual i s o l a t i o n e n s u e s — i n f a c t she 
b e l i e v e s t h a t the b o d i l y experience of 
androgyny "can f i n d i t s u l t i m a t e ex­
p r e s s i o n through sexual i n t e r c o u r s e " 
s i n c e "the power of androgynous sexu­
a l i t y i s heightened because w i t h i n i t s 
f u n c t i o n i n g i s couched the seed of i t s 
opposite: s i l e n c e , aloneness, w i t h ­
drawal, asexuality."(16) The sexual 
union of Morag and J u l e s f o r which 
Laurence has been so s e v e r e l y chas­
t i z e d i n some qua r t e r s dramatizes t h i s 
c o n d i t i o n . However, j u s t as i n her 
youth Morag refuses t o bow t o Manawaka's 
i n t i m i d a t i o n and thus faces i s o l a t i o n 
from a l l of her peers except J u l e s , 
so i n her m a t u r i t y the p r i c e of her 
c r e a t i v i t y and her s e l f - i n t e g r a t i o n 
i s i s o l a t i o n . 

Although Morag i s completely f r e e of 
the i n t o l e r a n t arrogance and hubris 
t h a t c h a r a c t e r i z e Stephen Daedalus, 
her s t r e n g t h i s formidable and so i s o ­
l a t i n g t h a t her p o r t r a i t a l i e n a t e s 
many readers as much as does Joyce's 
p o r t r a i t of the a r t i s t as a young man. 
The t r a g i c i s o l a t i o n of Morag's Mana­
waka ancestor Hagar S h i p l e y i n The 
Stone Angel i s much e a s i e r to accept 
than Morag's, whose s o l i t u d e stems 
from the a r c h e t y p a l comic mode of i n ­
t e g r a t i o n , wholeness and androgyny. 
The concept of wholeness e x i s t i n g 
without an other, of love as a s o l i t u d e , 

i s a d i f f i c u l t one to accept. Morag's 
a b i l i t y to remain whole, l o v i n g and 
c r e a t i v e while s t i l l separate and 
alone i s as remarkable as any of the 
e p i c male v i c t o r i e s recorded i n l i t e r a ­
t u r e . S e n s i t i v e l i t e r a r y c r i t i c s are 
needed to help p e r c e p t i v e readers to 
see t h a t such a c o n d i t i o n when i t i s a 
p a r t of androgyny i s not to be con­
fused w i t h the death of love or w i t h 
a l i e n a t i o n . Instead i t must be seen 
as p a r t of a c h a l l e n g i n g r e d e f i n i t i o n 
of selfhood i n l i t e r a t u r e as i n l i f e . 
Jolande J a c o b i , a Jungian p s y c h o l o g i s t , 
provides a f i t t i n g concluding d e s c r i p ­
t i o n : 

Once we have perceived the contra-
sexual element i n ourselves and 
r a i s e d i t to consciousness, we 
have our s e l v e s , our emotions, and 
a f f e c t s reasonably w e l l i n hand. 
Above a l l we have achieved a r e a l 
independence and w i t h i t , to be 
sure, a c e r t a i n i s o l a t i o n . In a 
sense we are alone, f o r our ' i n ­
ward freedom' means th a t a love 
r e l a t i o n can no longer f e t t e r us; 
the other sex has l o s t i t s magic 
power over us, f o r we have come 
to know i t s e s s e n t i a l t r a i t s i n 
the depths of our own psyche. We 
s h a l l not e a s i l y ' f a l l i n l o v e ' , 
f o r we can no longer l o s e o u r s e l ­
ves i n someone e l s e , but we s h a l l 
be capable of a deeper l o v e , a 
conscious devotion to the other. 
For our aloneness does not a l i e n a t e 
us from the world, but only places 
us at a proper distance from i t . 
By anchoring us more f i r m l y i n our 



nature, i t even enables us to give 
ourselves more unreservedly to 
another human being, because our 
i n d i v i d u a l i t y i s no longer endan­
gered. To be sure, i t u s u a l l y 
takes h a l f a l i f e t i m e to a r r i v e at 
t h i s stage. Probably no one can 

do so without a s t r u g g l e . I t 
als o takes a f u l l measure of ex­
perience, not to mention disap­
pointment. (17) 
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