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Abstract 

This thesis assesses how bilingual wnters Lola Lemire Tostevm and Roy Kiyooka 

respond to digloss1a, the subordmatlon of their mother tongues, m their pnmanly English 

texts Several approaches to hybnd1ty, translat10n, and mmonty wntmg outlme obstacles 

to creative expression and strategies that respond to power imbalances The thesis 

proposes that b1hngual wnters m English Canada, as lmgmstic hybnds, occupy a 

resistant, yet dependent place m the dornmant discourse Through a close readmg of three 

of each wnter' s works, the thesis exammes the strategies they use to undermine the 

cultural assumptions attached to the use of English Spec1fically, the thesis argues that 

their tentative relationship to language mamfests itself m lmgmstlc and genenc 

transgressions m their texts 

The first two chapters explore how each wnter recogmzes therr respectively margmahzed 

positions m the hierarchy of language A separate look at Tostevm's Color of Her Speech 

(1982) and K.iyooka' s Kyoto Airs (1963) md1cates the wnters' awareness of the 

untranslatable element m their texts as they grapple with the d1fficult1es of hybnd 

subJectiv1ty and respond to lmgmstic, syntactic, aural and genenc constramts 

The thud chapter focuses on aspects of Tostevm's and K.iyooka's work that challenge 

ex1stmg frames of representation m history, art, and literature The Fontainebleau Dream 

Machine 18 Frames from A Book of Rhetoric (Kiyooka 1975) and 'sophie (Tostevm 

1988) level the boundanes of traditional genres Both wnters re-frame fam1har works by 

sphcmg genenc codes Ktyooka turns to visual collage while Tostevm combmes 

philosophy and the personal essay to explore how language and images embody values 

that exclude alternative expenences 

The last chapter moves to two later works m which both Tostevm and Kiyooka wnte m 

first person narrative prose Narrative poses a challenge because, by its very nature, 1t 

creates an 1mpress1on of authonty and umversal expenence Frog Moon (1994) responds 
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to the constrarnts of narrative by playmg with the concepts of fiction and fact, while 

Klyooka records lus mother's tales m Mothertalk (1997) Both texts combrne the legends 

and history of one generation, but m each case thel!" stones are trartsposed onto a new 

soc10-lmgmst1c context, and refracted through thetr children's mterpretattons 
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Introduchon 

B1lmgual wnters m Canada, from all cultural backgrounds, share the challenge of 

expressmg their hngu1st1c duality through a monolingual text To reach an English 

Canadian aud1ence, b1lmgual wnters must e1ther explam the 1mphcatlons of cultural 

differences or find other ways to convey them to the reader Some, hke the Japanese 

Canadian wnter Hirom1 Goto, choose to create a potential bamer for the reader by 

mcludmg untranslated text to show that "all cannot be understood" (Goto 111) Others, 

such as Quebeco1se translator and author Susanne de Lotbmiere-Harwood, translate an 

entire text to express the duality of their background 1 Lola Lemue Tostevm and Roy 

Kiyooka exhibit a similar concern with wntmg from a bilingual and b1cultural 

perspective, and 1t 1s these two wnters whose works I wish to explore m this thesis 

Spec1fically, they share a sensitivity to the nuances of language and to the relative silence 

of thelf cultural h1stones Further, thelf b1lmguahsm challenges formal constraints m theu 

works 

While Tostevm and K1yooka wnte out of very d1fferent cultural and geographical 

spaces, they share an mtngumg preoccupahon with language Each has mdicated that 

wntmg m English paradoxically both hmders and ennches their texts, wluch often deal 

directly with cultural differences As neither wnter calls Enghsh therr mother tongue, 

usmg 1t as a pnmary creative language raises questions about how accurate 1t 1s for 

art1culatmg these differences As theu voices are mherently b1lmgual, a smgle mode of 

expression poses limits on thetr creative texts 

Though both wnters have descnbed themselves as btlmgual, Ktyooka, a Japanese 

Canadian artist and wnter born m Moose Jaw, was much less at ease with formal 



2 

Japanese He called himself "naturally bilingual," emphasizmg that a bilmgual person 1s 

charactenzed by a sens1b1hty that 1s "grounded m two languages" rather than a degree of 

fluency (Miki, "Roy K1yooka" 59) K1yooka identified himself as N1se1, a second 

generation Canadian born of immigrant Japanese parents His family survived many 

hardships after the Second World War, and Ktyooka's own survival hmged on language 

As Roy M1k1 explains "[t]he young Roy quickly developed resources to fend for himself 

in the anglophone miheu of the maJonty, his native tongue sealed in the confines of the 

fam1hal and intemahzed by the racism dominant in his society" (58) In the white, 

Enghsh-speakmg world, the use of English became a matter of survival 

Tostevin, a Francophone wnter from Northern Ontano, has had an equally 

complex relationship to language and bilmguahsm She has wntten m both French and 

English, and has worked as a translator Although her early education took place m 

French, her language 1s neither that of Quebec nor that of France, leaving her not only in 

a subordmate relationship to English, but, m some circumstances, to her own mother 

tongue As she v.ntes in Sub1ect to Cnllc1sm "The vanous French dialects I've spoken 

over the years have been so vaned they have often felt hke different languages" (SC 17) 

She equated French with her religious education, and not wanting to have anything to do 

with Cathohc1sm left her feelmg "paralysed" by language (Press 125-126) Choosmg to 

wnte pnmanly m English, she discovered some consistency between her spoken and 

wntten languages Cnticized for wnting in the " impenahst language of the colonizer," 

Tostevin explains that, by introducmg some French mto her Engltsh wntmg, she stnves 

to wnte "from a paradigm of multtphc1ty mstead of division" (SC 17) 
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K1yooka shared Tostevm's anxieties about language and education He was 

forced to leave school after the bombmg of Pearl Harbour m 1941, m the first few months 

of his tenth grade The evacuation of Japanese Canadians m 1942 effectively cut offh1s 

formal schoolmg Although his family was not expelled from the West Coast, all 

Japanese Canadians were labelled "enemy ahens" and became subJect to the racism that 

led to the loss of his family's hvehhood The K1yookas moved to Opal, Alberta, where 

they made their hvmg on a farm (M1k1, "RK" 60) Under these circumstances, K1yooka 

learned Enghsh on the street, developmg only an "mtmtlve grasp" of the language In an 

mterv1ew with M1k1 he remarked, "[a]t some level I needed to come to an articulateness 

by which I could stand m this world of literate people, and hold my own" (M1k1, BE 55) 

While K1yooka's formal education was hm1ted by cucumstance, self-education 

concentrated on the complexities of the English language at the expense of formal and 

wntten Japanese 

Obviously, the racial differences between these wnters have contnbuted to very 

different cultural expenences I do not wish to tnvtahze these differences by focussmg on 

the issue of language K1yooka 's acqms1t1on of English was certamly mfluenced by his 

desire to escape the stigma of his Japanese hentage m the context of the War However, 1t 

1s important to note that, when v1s1tmg Japan, K1yooka felt hke an "ahen," despite fittmg 

m physically And though he enJoyed a level of fluency - he communicated exclusively 

m Japanese with his mother - he refers repeatedly to a sense ofbemg "tongue-twisted" 

(PW 12) It 1s this sense of lmgu1shc ahenat10n that mterests me m particular, m hght of 

Tostevm's similar comments Although Tostevm has expenenced none of the racial 

preJud1ces that Klyooka has faced, she contmually voices 1mtatlon with the d1sm1ssal or 
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tokemzat10n of French Canadian culture In her wntmg, she demonstrates the oppress10n 

of Francophones m Ontano, whose econonuc fortunes were h1stoncally m the hands of 

the English What's more, her texts repeatedly deal with a sense of lmgu1stlc betrayal she 

mhents as a cultural chameleon 

As culturally bilmgual, both Kiyooka and Tostevm face what Barbara Godard 

calls the "anguish of selection," for, "m choosmg one word, the other 1s simply excluded" 

to "construct a bndge for umlmgual readers" (72) Simple translation, then, becomes a 

bamer to a subject's art1culat10n As a subject, the b1hngual not only translates between 

languages, but also feels compelled to present the state of havmg two languages at once 

As de Lotbm1ere-Harwood explams, "[L]e corps bilmgue, 9a fa1t allusion 1mmediatement 

ace qm est double C'est un corps hab1te par au moms deux mots pour chaque chose [ ] 

Pms c'est un corps qm hab1te deux espaces lmguistlques, culturels, symbohques [ ]" 

( 169) In belongmg to two soc10lingu1st1c spheres, the bilingual 1s challenged to speak 

from two places at once 

Despite the mseparable nature oflanguages withm a b1hngual mdiv1dual, the 

politics of language m Canada makes such a congruent existence tentative at best 

English overshadows every other tongue, creatmg tens10ns between lmgu1st1c 

commumtles Such cultural difference w1thm a nation, accordmg to Hom1 Bhabha, 

exceeds any smgle representation of social hfe and leaves m place deliberate acts of 

"transcultural negotiation" (Locatzon 162) Cultural translation for a b1lmgual, then, 

cannot resolve hngmshc tensions Instead ofbemg ass1m1lated under the model of the 

colomal image, that image 1s absorbed and refracted Bhabha's theory of hybnd1ty 

reveals the hesitancy of colomahst discourse to descnbe its subJects "Hybnd1ty," he 



wntes, "1s a problematzc of colomal representation and md1v1duatJon that reverses the 

effects of the colomal disavowal, so that other ' demed' knowledges enter upon the 

dommant discourse and estrange the basis of its authonty - its rules of recogmt10n" 

(114) 

By this defimtion, hybnd1ty also descnbes the effect of d1gloss1a on the bilingual 

D1glossia - the superordmation of English to one's mother tongue - exists under 

Canada's version of multiculturalism, where there are varymg degrees of b1lmgualism 

dependmg on ethmc1ty and education Many new Canadians choose to immerse the1r 

children m English, speakmg the1r mother tongue only mfonnally and at home What I 

call cultural b1hnguahsm mvolves the adoption of Enghsh alongside a non-English 

mother tongue, and hes the expenences of an mdiv1dual to the hngu1shc hybndity that 

results from d1glossia 2 Cultural bilmguahsm 1s an extension of one 's ethmc1ty, but 

mcludes an mdn,idual's use of the mother tongue 

5 

My mterest here 1s m the relationship of language and hybnd1ty w1thm the new 

lmgu1shc contexts multlculturahsm creates Before movmg on, I would hke to elaborate 

on multiculturalism and d1gloss1a, as these terms pertam to b1lmgual expen ence As BraJ 

Kachru notes m lus work on the spread of English m non-Enghsh speakmg countnes, the 

co-existence of such a globally dommant language with vanous other lmgu1shc groups 

creates a complex dynamic ("The Second Diaspora" 231) First Nations languages, 

French, and other languages that first generation immigrants brought to Canada affect not 

only the use of English, but also the role that the Engh sh language plays among non­

native speakers m Canada Enghsh was diffused m the des1re for colonial expansion, 

becommg the lmk language m multilmgual contments, acqumng "an eht1st position 
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through the power 1t provided its users" (232-34) In Canada, English and French provide 

a s1m1Iar power as the !mks m a mult1hngual society, depending on the location of the 

speaker 3 

Canadian government policy problematically supports multiculturahsm ''w1thm a 

b1hngual framework," suggestmg that language and culture are d1v1s1ble m some 

situations, but not mothers In addressmg the necessity of the French language to the 

Francophone culture, Canada's pohcy on multiculturahsm simultaneously argues that 

language 1s less mtegral to the survival of other cultures The ongms of the Canadwn 

Multiculturalism Act came as a response to Book IV of the 1969 Report of the Royal 

Commission on Bzlmgualzsm and B1culturahsm, "The Cultural Contnbution of the Other 

Ethmc Groups," which addressed the exclus10n of hngu1st1c mmont1es under the existmg 

pohcy of bllmguahsm The Trudeau government announced the creation of a 

multicultural pohcy on October 8, I 971 However, the Comm1ss10n 's mandate was to 

help promote the "basically bilmgual character" of the country, while acknowledgmg the 

subsequent contnbution of other cultures to Canadian society (Kamboureh, Makmg 10) 

Following the entrenchment of the government's pohcy on multiculturahsm m the 

Charter of Rights, the Canadian Multzculturahsm Act was passed m 1988 The Act 

declares as its purpose to 

preserve and enhance the use oflanguages other than Enghsh 
and French, while strengthening the status and use of the official 
languages of Canada, and 

advance mulhculturahsm throughout Canada m harmony 
with the national commitment to the official languages 
of Canada4 
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The protection of hngmstic and cultural nghts, m practice, 1s then relegated to the realm 

of the pnvate, while m the pubhc sphere ethmc mmonties are required to adopt one of 

Canada's official languages "m the mterest of national umty" (Kallen 56) Though this 

pohcy would seem favourable to Francophones, those hvmg outside of Quebec, despite 

the benefit of some bihngual government services, are m the position of havmg to learn a 

second language m order to survive and commumcate outside of thetr pnvate 

commumties 

The div1S1bihty of language and culture, which the b1lmgual framework enforces, 

thus becomes problematic m practtce---parhcularly m the practice of wntmg How can an 

md1v1dual accurately commumcate through a umvocal medmm? As Kachru wn tes 

[t]o understand a btlmgual's mmd and use oflanguage, one 
would have ideally, to be amb1lmgual and amb1cultural One would 
have to share responses to events, and cultural norms, and mterpret 
the use of L25 withm that context One would have to see how the context 
of culture 1s manifest m lmgu1sttc form, the new style range, 
and m the assumptions one makes about the speech acts m which L2 1s 
used (The Other Tongue 330) 

The btlmgual 1s thus positioned between two languages and two contexts 

"D1glossia" refers to the subordmahon of one's mother tongue to a dommant 

language that becomes the only means of commumcat1on through which power can be 

obtamed Further, d1gloss1a often results m the reduction of the mother tongue to accent, 

dialect or "colour" (Blodgett 20-21) The term gamed currency when, m 1959, hngu1st 

Charles Ferguson applied 1t to cases where 'high' and ' low' vanahons of a language exist 

w1thm a commumty The ' high ' vanety 1s used formally and learned m school, and the 

' low' vanety 1s acqmred "naturally and mformally at home or [on the] playground" 



(Bntto 8) Consequent applications of the term refer to a society that recogmzes two or 

more languages as well as vanet1es w1thm a smgle language (8) 
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Although Ferguson's theory was based on vanattons w1thm a smgle language, 

Joshua Fishman extended his model m 1972, exammmg the differences between 

bilmguahsm and d1glossta, which coexist m certam situations and are mutually exclusive 

mothers (Bntto 31-37) The key charactenstic of F1shman's defimtton of d1glossta is 

"funct10nal complementanty," where the high vanety (language of the ehte or powerful) 

1s superposed on the low (38) F1shman's mterhngmstic model was the first to examme 

diglossia as a social concept that applies to speech commumhes w1thm a nation The 

mterlmguistic model 1s sometimes referred to as user-onented, or dialectical, d1glossia,6 

where non-ehte speakers generally use the low vanety and acqmre the high language m 

school, whtle ehte speakers learn the high language from mfancy (38) Dependmg on the 

social situation and position of the speaker, user-onented diglossia often mvolves 

codeswitchmg, movmg back and forth between languages, which can also mamfest itself 

m wntmg (38) It is important to note that mtra-lmgmstic d1glossia can still be considered 

user-onented Such is the case of French m Canada, where a speech commumty will 

observe high and low levels of one language, as expressed pnmanly through diction and 

accent, also dependent on one's social situation 

Fishman apphed his model to colomes, where a colomal power enforces on the 

conquered nation its own language as the language of formal purposes and reduces the 

language of the natives to a code that 1s unfit for official or formal purposes (39) The 

Canadian context complicates thts model to mclude French Canada, a colony w1thtn a 

colony, and non-Bnttsh nrumgrants For the second generation and beyond, wnters of 



non-Bnhsh descent belong to two (or more) cultures w1thm Canada, another margmal 

position faced when one 1s no longer close to one's mother country, yet treated as an 

outsider m an adopted country 
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Wnters who work w1thm this context must face the question Kachru poses "How 

does one recreate [ ] relevant hngmstlc and cultural mfonnatlon m another language?" 

(The Other 343) The texts I will examme by Tostevm and Kiyooka pose similar 

challenges to textual conventions, respondmg to the power struggle b1lmgual wntmg 

presents In particular, I want to explore the impact of b1hnguahsm and d1glossia on 

cultural identity by comparmg these two wnters of d1ffenng backgrounds How does 

wntmg m Enghsh affect thelf texts? What's more, how can the b1lmgual wnter express 

the hyphen that exists between his or her languages? 

The term "hyphen" 1s commonly used to refer to them-between site the bilmgual 

occupies,7 but it 1s also the subJect of much of Canadian poet Fred Wah's cnttcal wntmg 

Wah uses the term to denote the site of a transformattve poetics of hybndity, a "marked 

(or unmarked) space that both bmds and divides" (72) Wah's hyphen does not refer to 

bthngual wntmg, but ts meant to evoke cultural difference m terms of race, with the aim 

of freemg the rac1ahzed wnter from the confinement of trad1ttonal forms (123) For Wah, 

mstead ofresolvmg the tensions between cultures ma post-colomal society, the hybnd 

should contmue to challenge any notion that the dommant culture 1s umversal by 

destabihzmg the "seemmgly sohd lync subJect ground" (109) He articulates lus strategy 

for the culturally hybnd wnter, the 1mm1grants, visible mmonties and "pohttcal alhes" 

that might occupy the m-between site of the hyphen 

The hybnd wnter must (one m1ght suspect, necessanly) 
develop mstruments of disturbance, dislocation and displacement 



The hyphen, even when 1t ts notated, 1s often silent and transparent 
I'd hke to make the noise surroundmg 1t more audible, the pigment 
of its skm more v1S1ble (73) 

Wah, a Canadian of Chmese and Swedish descent, explams that his notion of the hyphen 

helps him explore "mixed blood" as a cultural space (74) 

What mterests me m the way Wah uses the term "hyphen" 1s his notion of 

act1vatmg cultural differences ma piece of wntmg without catenng to the reader, 

overcommg the "polanzat1on of a poetics of resistance and a poetics of accommodation" 

( 11 O) The bilingual 's occupation of the site of the hyphen 1s also pohttcal In this case, 

Tostevm and Klyooka's texts lmk the hm1tattons of form to the masking effect English 

has on their mother tongue Though I use hyphen to descnbe the state ofbemg between 

two languages, I also refer to Wah's concept as it descnbes the dehberate strategy of 

channelling identity mto one's wn tmg 

In my first two chapters, I will look separately at each wnter's first long poem, 

which mvesttgate the parameters withm which a culturally b1lmgual wnter can speak 

Tostevm's Color of Her Speech (1982) and Klyooka's Kyoto Airs (1963) share a s1m1lar 

concern with how the process of arhculatton can navigate the confines of poetic space 

Each book md1cates the wnter's awareness of the untranslatable element m thetr texts as 

they grapple with the difficulties of hybnd subJecttv1ty and respond to hngu1sttc, 

syntactic, aural and genenc constramts 

Later works, 'soph1e (Tostevm 1988) and The Fontainebleau Dream Machine 18 

Frames from A Book of Rhetoric (Ktyooka 1975) express a responsibility for levellmg the 

boundaries of trad1ttonal genres In the third chapter, I discuss the aspects ofTostevm's 

and Kiyooka's work that challenge ex1stmg frames of representation m history, art and 
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literature Both wnters re-frame fam1har works by sphcmg genen c codes Ktyooka turns 

to visual collage while Tostevm combmes philosophy and the personal essay with poetry 

to explore how language and images embody values that exclude alternative expenences 

As Kachru asks, when two languages and two cultures shape an md1v1dual, how 

can they come to fully articulate themselves? In the last chapter, I move to two later 

works m which both Tostevm and Ktyooka wnte m first person narrative prose Narrative 

poses a challenge because, by its very nature, 1t creates an 1mpress10n of authonty and 

universal expenence Frog Moon ( 1994) responds to the constramts of narrative by 

playmg with the concepts of fict10n and fact, while Ktyooka records his mother's tales m 

Mothertalk ( 1997) Both texts combme the legends and history of one generation, but m 

each case their ston es are transposed onto a new soc10-lmgmst1c context, and refracted 

through their children 's mterpretations 

Despite their different ethmc and lmgu1stic backgrounds, Tostevm and Ktyooka 

struggle with the problem of articulation for very s1m1lar reasons Dtglossia has created 

cultural differences inherent m their use of English I wish to demonstrate how 

bilmguahsm and d1glossta play a pivotal role m the lmgu1stlc and fonnal development of 

these wnters, as well as m the contexts of their wntmg 



12 

Chapter One 

A d1ff erence they can touch and taste 

When the editors of the bilingual feminist Journal Tessera asked Lola Tostevm to 

discuss the use of French in her poems, she explained that some Imes come to her in 

English and others m French She responded to the request by wnting the essay 

"Contammatlon A Relation of Differences," which puts a positive spm on what Tostevm 

views as a negative reaction to bilmgual wnting 

Not only is it a handicap to be bilmgual in Canada, it's 
unwise to display too much interest m literatures and 
theones whose linguistic roots can't be traced back to 
England [ ] no one language can impose itself on the world, 
[ ] Refusing translatrnn, or even the contarmnation of one 
language with another might give us the illusrnn of authenticity 
and punty, but it 1s only an illusion wluch ehmmates the 
possibility of a relat10n of differences ( 13) 

Her essay argues that the expenence of passing from one language to another 1s not 

necessanly a loss, but a potential gam Translation, for Tostevin, 1s not simply the act of 

transfemng meaning from one language to another, but also "an operation of thought 

through which we translate ourselves into the thought of another language" (I 4) 

Tostevm refers here to the hyphen as a comdor between the languages ofb1hngual 

thought 

Cntlcal d1scuss1on ofTostevm's work tends to present her as observing cultural 

divisions rather than responding to them When Janice W1lharnson mqmred about her 

"divided" cultural tradition, Tostevin remarked, "I came to wnting quite late because I 

felt d1v1ded by my two languages Then I realized I could make 1t work to my advantage 



[ ] I don't feel ['m wntmg m another culture, two languages 1s my culture" (36) Her 

first book of poems deals with this question of lmgmstlc dichotomy 

3 words french 
2 words enghsh 

rattlmg off 
or runnmg at the mouth 

2 words french 
3 words enghsh 

speak white 

or as Buber wntes 
you have abstracted from me 
the color of my hair 
the color of my speech (Tostevm Color, n p ) 

13 

Tostevm does not speak from a "divided" cultural tradition, but from a d1gloss1c one, as 

the d1mmutton of the "french" words m the poem suggests Her reference to Michele 

Lalonde's 1974 poem "Speak White" 1s of particular s1gn1ficance to her cultural 

heterogeneity Born out of the Parti Pns movement (1963-8), "Speak White" sarcastically 

voices the supen onty of English and European French to the Quebecois culture 

dans la langue douce de Shakespeare 
avec I' accent de Longfellow 
parlez un fran9a1s pur et atrocement blanc 
comme au Viet-Nam au Congo 

speak white 
c'est une langue uruverselle 
nous sommes nes pour la comprendre (Lalonde 39) 

Lalonde 1s essentially defendmg Quebecois French as a native language The poem 

advances the argument that the Quebecois, former settlers, have been betrayed, and are 

bemg colomzed by those m political power Lalonde's 1s a wntmg ofres1stance, 

dependent on the soc10-poht1cal situation of her time In this context, she equates 



14 

diglossia, and the social mequalities created by lmgmstlc differences (both between 

English and French and withm native vanehes of French) with racial discnmmat10n 

Despite this problematic association of "white" with "correct," the phrase "speak white" 

1s still used to mean "speak English," or "speak properly," retammg the implication that 

the high language 1s supenor 

Tostevm repeats the phrase "speak white" from the perspective of her own 

language commumty Like Lalonde, she uses the term 1romcally, she 1s not merely 

observmg lmgu1st1c d1vis1on, but mockmg the idea of punty m language However, 

Tostevm wntes m English and French, employmg both "colomal" languages mstead of 

denouncmg them In place of Lalonde's bitmg satire, affiliated with Quebec separatism, 

she seems to oscillate between languages as an exploratory testmg of lim1tatlons, makmg 

the pomt that m language, for some, there 1s no black and white 

The phrase "speak white" denotes the comphcatlon ofTostevm's subJectiv1ty as a 

Francophone 8 In many of her texts, she engages m both lmgu1sttc and formal 

codesw1tchmg Codesw1tching occurs when more than one language 1s used "m the 

course of a smgle commumcattve episode" (Heller I) This practice 1s often questioned 

because "1t v10lates a strong expectation that only one language will be used at any given 

time" ( l) Codesw1tchmg 1s used as a natural form of commumcation m b1lmgual or 

mult1lmgual contexts, but 1t is also considered a strategy of either "boundary-levellmg" or 

"boundary-mamtammg" (l) Tostevm's mterest m "a relation of differences" suggests her 

use of codesw1tchmg acts as a contammatmg tool for ch1ppmg away at ex1stmg 

boundanes She mixes languages, bnngmg together differences "so they make contact" 

("Contammation" 14) While the theme of ass1milahon m Tostevm 's poem seems to 



lament the dilution of the mother tongue, the dialogue between Enghsh and French 

becomes a tool of subvers10n 

'tu deparles' 
my mother 
says 

Je deparle 

Iunspeak 

yes 
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The connotation of deparler, speakmg improperly or bastard1zmg language, changes 

from a negative to a positive Punfymg one's language merely creates the illusion of 

authenttcity, which stifles difference m the name of assertmg 1t Instead of "speakmg 

white," the poem's voice switches codes, rntroducmg contact between lmguishc spheres 

The poem revels m the unravellmg of language, what the mother scorns, the daughter 

affirms 

The alternative to "speaking white" becomes the book's title, Color of Her 

Speech Tostevm takes the subordinated language, reduced to colour, a cunosity or 

embellishment, and puts 1t m the centre of her discourse She highlights the hyphen 

between the languages of her own subJeCtlVlty by presentmg an unpagmated volume of 

poetry, quotations and commentanes The book begms with the process of unspeaking, a 

strategy that refers to prymg open existmg parameters that subordinate women's 

language Unspeakmg 1s a term used by Quebecoise femmist wnters to address the 

double diglossia of women's language 9 Tostevin exercises the strategy as a hybnd wnter 
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- as a femimst, yes, but also as a bilingual Issues of language and gender are 

J_ntertwmed, but these two struggles do not, as suggested on the book's back cover, serve 

as "metaphors for ~he struggle we all must make to recover our personal speech ~• Rather, 

they are very specific to a particular cultural pos1t10n w1thm Canada the minonty 

Francophone wntmg outside Quebec While a female reader can identify with the process 

of unspeaking m Tostevm's text, Color of Her Speech also calls for particular attention to 

its soc10-lingu1st1c perspective 

Some cnhcs comment on the mtegratlon ofFrench m Tostevm's English texts 

without acknowledging that she wntes out of English Canada For example, Jamee 

Williamson wntes that Tostevm's work reverses "the hierarchy of discourse, listening to 

the particular language of Quebec " She remarks that Tostevin creates an analogy for 

women's relationship to language with the power struggle between Anglophone and 

Francophone realities in Canada(" 'to pen a trait' " l 00) The trouble with Williamson 's 

point is that she has reduced the power struggle between Anglophones and Francophones 

to that of Quebec and English Canada-excluding the soc10-lingu1shc background from 

which Tostevin actually wntes As a Franco-Ontanan, Tostevin mtroduces contact 

between languages as a bilingual express10n "I would have thought this natural," she 

notes, "smce I lr\.e a b1lmgual hfe" ("Contamination," 13) 

Contact between languages m Canada results in the dominance of one language 

over the other ThIS context resonates with fem1mst strategies, but Tostevm does more 

than present analogies By constructing her book around the concept of unspeaking, she 

focuses on process, the attempt to translate the self mto the thought of another language 

vzde s 'accroche 
a sa bouche 



se rempllt 
de battement d'at!es 

ventreplem 
de fremLssements 

une langue 
qw abandonne son nid 
ne goutte plus 

aux 01seaux 
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These lmes convey a frantic desire to speak, combmed with the knowledge that once the 

words escape, they no longer con tam the flavour of thetr ongm 

The use of French m Tostevm's English poems, wlule a reflection ofbilmgual 

speech, also addresses d1glossia m Canada The b1hngual 1s caught between "speakmg 

white" and havmg hngu1stic differences reduced to novelty 

her body a white he 
bloodless 
m the blankness 

of that space 

'and where 1s your colorful accent' 

they all ask 
so white 
so black 
seekmg a difference 
they can touch and taste 

accent aigu 
accent grave 
accent cLrconflexe 

The subJect's hybnd1ty, the result of bemg b1hngual ma d1gloss1c context, manifests 

itself m the mteraction of languages on a page Tostevm takes a French accent from an 

aural nuance to a syntactic mark to a semantic utterance Transmuted, these marks 
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harbour a shnll (a,gu), dramatic (grave), circular (c1rconflexe= flexwn verbale c1rcula1re) 

detenorahon of form Tostevin makes her languages interact with what she descnbes as 

"eroticism in language ma Barthesian sense" (Williamson," 'to pen'" 38) Barthes' 

sense of1ouzssance pervades the destabilizing of expectations in Tostevm's text, 

furthered in its Knstevan twist,] 'ouis sens (I hear meanmg), thus creating a meaningful 

expenence of the text through sound (Knsteva 16) In addition to Tostevm's 

poststructural mterpretation of language and subjectivity, this passage also employs 

codesw1tching to show resistance to the position diglossia forces on the bilingual wnter 

Drawmg further attention to the constraints of form on art1culahon m Color of 

Her Speech, Tostevin quotes from an essay m Knsteva's Desire m Language She wntes 

" 1t 1s through colors that the subject escapes its ahenahon w1thm a code " A look at 

Knsteva's essay "Giotto's Joy" helps clanfy this statement The essay mvest1gates the 

function of colour m Giotto's work, as it presents a form ofresistance to assimilation 

w1thm the formal system of pamtmg (Knsteva 221) Accord mg to K.nsteva, colour's 

function 1s to shatter meamng and umty of the subject "mto a scale of differences" (220-

221) The mtroduction of differences mto a text creates the poss1b1hty of a pohhcal 

subversion of codes that a subject cannot escape (such as lmgu1shc subordmatlon) 

Color might therefore be the space where the prohibihon 
foresees and gives nse to 1ts own 11nmed1ate transgression 
It achieves the momentary dialectic of law- the laymg down 
of One Meanmg so that 1t might at once be pulvenzed, 
multiplied into plural meanmgs Color 1s the shattenng of umty 
Thus, 1t 1s through color-colors- that the subject escapes its 
ahenahon w1thm a code (representational, ideological, symbohc, 
and so forth) that 1t, as conscious subject, accepts (221) 



Lingmstic and paralingmsttc colourations, as I will show, can function as tools for the 

bilingual wnter much hke G10tto's colour- as inscnptton of"instinctual residues" and 

escape from the codes of representation (221) 
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Tostevin's subject accepts the use of English as the dominant language, but must 

also subvert 1t In general, a text's interpretation and translation depend on the way social, 

cultural and sexual differences affect its reading In translation theory, hngu1sttc 

colourat10ns result from the inter-dependence of words that create a certain context, while 

paralmgu1stic colourations include the language use specific to a social or geographical 

context or individual, including dialect, slang, register and idiolect (Gouadec 33) In 

order to inscnbe a bilingual subject into her text, Tostevin uses colour itself as metonym 

for her hnguisttc register This device s1gmfies the possibility of culturally d1ffenng 

reading pos1ttons10 

man obv10us attempt to help crush the silence 
the children combme 
colonng books 
fat mdescent crayons 
french lessons 

fill space 
name shapes 
body of thmgs 

tete ronde et rose 
oeil1aune 
bouche rouge en coeur 

the mouth a valentine 
heart 

of this ahen condition 

bras bleus verts mauves 
corps mulllcolores 



20 

Unspeakmg 1s made necessary through the acknowledgement of 'this ahen cond1t10n,' 

while color surfaces as a way of nammg F1llmg space gives way to a celebration of the 

matenahty of language and the converging of differences w1thm 1t The colounng begms 

tentatively, nammg and creatmg w1thm the conventional colours and shapes, but the red 

heart-shaped mouth leads to the wild abandon of the child's creative act Still, there 1s 

always the form that constrams 

fingers tight 
and careful 
not to wander 
on both sides 
of the fine Imes 

Surveymg her own art1st1c process, Tostevm's persona wonders "what 

tames/defiance//what colors the a1r?" The wmdow facmg her desk "traps everything/on 

either side," her only escape through "the pnsm I use as paperweight," which catches the 

ltght, bendmg 1t "mto new pos1t1ons " As Barbara Godard suggests, the persona ts 

"speaking m tongues," a spht subject creatmg itself through an "endless stgmfying cham" 

(I 990, 175) By translating through 'color,' the subject destab1hzes any one readmg and 

escapes its ahenahon w1thm the formal code 1t has accepted Hom1 Bhabha descnbes this 

escape from cultural commod1ficat1on as "the metonym of presence," which first appears 

to encourage an "authontanan voyeunsm," then asserts itself as hybnd, revealmg "the 

ms1gma of authonty [to be] a mask, a mockery'' (Location 120) Accordmgly, Tostevm's 

persona appears as a 

chameleon thmkmg grey wlute 
m dark cool places 
thinks absence 
thinks extmctton 
subJugates to conjugate 
a gmse 
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No one passage, poem or language can accurately account for the book 's subJect The 

chameleon quality that Tostevm both suggests and performs turns a familiar construct (a 

book of poems) mto an mveshgahon of its own tools By ex1stmg between languages, the 

v01ce locates the hyphen m the text 

In order to extend that complex linguistic relat1onsh1p to the monolingual reader, 

Tostevm also engages m paralmgu1stic codeswitchmg The French m her poems 1s 

wntten m 1tahc type, which appears to s1gmfy difference from the roman inscnption of 

the English text However, Steve McCaffery observes that the typography of the text 

"relates to meamng as colour does to form as a tactile investment m the verbal order that 

renders words thmgs and foregrounds their matenal, gestural and non-semantic presence" 

(44) Tostevm creates a scale within the readmg of her own text by h1ghhghtmg this 

matenahty To some readers, the use of French will be a barn er, but there 1s also a 

hyphen, a bndge between semantic and non-semantic expenence oflanguage that allows 

for an understanding of difference through form 

This hyphen bndges the gaps between languages for the reader by drawing 

attention to the estranging effects that words, sounds, and structure can achieve m a text 

For example, McCaffery extends his theory of syntactic subversion m Tostevm's text to 

its dual form of the senal/book-length poem The segments are separated by empty 

diamond-shaped symbols he descnbes as "tactile signs that refuse m any way to name the 

texts which follow" (44) It 1s not always clear where the poems or segments actually 

begm and end The only titled poem, "Gyno-Text," comes, m McCaffery's words, "as an 

erupt10n and marks a strong d1scontmmty that promotes the general destab1hzatlon of text 



and meamng" (44) The book switches syntactic and genenc codes as a way of 

emphas1zmg the hyphen of its subject 
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The pubhcatlon of Gyno-Text m I 983 as a separate, yet expanded, version of a 

poem from Color of Her Speech highlights Tostevm's processual mode of wntmg Gyno­

Text !mks words together to form a cham of cumulative utterances she calls "an extended 

metaphor for a thirty-seven week pregnancy," intended to uproot the authonty of medical 

(patnarchal) language over a woman's expenence (Thesen 372) Reversing this 

metaphor, the poem also creates meaning from the mteract10n between its Imes In Color 

of Her Speech Tostevm wntes "it takes/a different tongue/to penetrate/a different depth " 

Gyno-Text, published in book form, bmlds on this stanza 

a 
different 
tongue 
to 
pen 
a 
trait 

le 
trail 
d'umon (n p) 

"Le trait d'umon," the hyphen, joins two languages ma creative act while fusing, 

as Paulme Butlmg observes, "the speaking/wntmg woman to the symbolic body of 

language" ( IO l ) Butlmg suggests the "trait d 'uruon" conjures both the image of a 

connection between generations m a family and the image of a barn er between a woman 

and the text she stnves to create (I 02) 

Either context relies on the mother as a language lmk, a 

V 
notch 



ofl 
denhty 

a 
legend 
at 
leg's 
end 
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The woman storyteller, whose legend(s) are passed on to the next generation, is the only 

lmk between cultural subJectivities Similarly, Color of Her Speech alludes to this double 

sense ofresponsibihty 

but mom 
speakmg both 
french and enghsh 
is hke havmg two watches 

you're never sure 
what time it is 

Them-between spaces where French and English collide 1s the site of the subject herself 

- the mother, the wnter- JOmmg generations and languages, while at the same time 

separatmg them, ex1stmg outside of them 

The long poem further reflects Tostevm 's ambiguous pos1hon, because it depends 

on the mteractton between genenc codes (Kamboureh, On the Edge 48) Combmmg 

elements of vanous sub-genres, lync, epic, and narrative among them, the long poem 

both responds to and rejects the demand for class1ficahon Smaro Kamboureh descnbes 

the long poem as a genre 'on the edge' 

By bemg both outside and mside the established poetic 
genres, the long poem participates m the category of 
poetry while defymg its limits, the genenc laws of its 
species This ambivalent posihomng marks the deconstructive 
activity of the long poem By challengrng the momsm of the 
tradit10nal genre, the long poem mVItes the reader to rethmk 
its laws ( 48) 
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Kamboureh argues agamst the notion of the long poem as simply a collection of 

lmked genres, instead h1ghhghtmg its processual effect as a "betweenness," a sh1ftmg 

system of multiple genenc codes (77) Established genenc conventions, most notably the 

lync, are thus contammated w1thm the long poem, contnbutmg to its hybndlty as a genre 

The lync embedded m the long poem, for example, achieves recognition through 

fam1hanty of its code but also works to reveal 'fam1hanty' as a construct It 1s "a lync 

fractunng its 'wholeness' parodymg its own lyncal impulse" (64) Further, the lync's 

association with song attempts to "mute the gaps between s1gmfier and s1gmfied by 

confemng on the words the illusory umty of a smgle voice" (Ra Jan qtd m Kamboureh, 

77) The long poem undermmes the concept of wholeness, as deterrnmed by only one 

mode of expression, allowmg 1t to reflect the duality of a bt!mgual voice 

In Color of Her Speech, the long poem's book length, senal form mamtams the 

syntactic and hngu1shc subversion of 'wholeness' by refusmg to be contamed The book 

returns to the process of articulation, unspeakmg, colounng and orgarnzmg language The 

contact between languages w1thm diglossia 1s reflected m the contact between formal 

codes m the process of makmg art, respondmg to the words of German philosopher 

Martm Buber 

Even as a melody 1s not composed of 
tones, nor a verse of words, nor a statue of 
Imes, one must pull and tear a uruty mto 
a mult1phcity, so 1t ts with the human 
bemg to whom I say You I can abstract 
from htm the color of hts hair or the color 
of his speech or the color of his gracious­
ness, I have to do this agam and agam, 
but immediately he 1s no longer You 
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Color of Her Speech then reworks Buber's words to suggest d1spossess1on or 

commod1ficatton of culture "[Y]ou have abstracted from me/the color of my half/the 

color of my speech " Here Tostevm mc1tes active part1c1pahon m the text She warns of 

the potential hm1tation a text imposes on a subJect, while mv1tmg the reader to transcend 

soc10-lmgmst1c differences " the dream 1s french/ present past unbroken/ what's lost 

lasts " 

Tostevm's emphasis on the wntmg process throughout Colour of Her Speech also 

mv1tes the reader to see the challenge of wntmg from the poet's perspective 

3pm 

put down The Ongm of the Work of Art 
which I don't understand 
tum on 5 mmutes of soap 
One Life to Live 
which I don't understand 

my head another area 
always caught m between 

There 1s never JUSt one hfe to hve A sense of anxiety m composmg w1thm a set of 

confines pervades the voice m the text, a voice preoccupied with the site of the hyphen, 

with the question of how to 

sit down to wnte 
for the book 
which makes v1S1ble 
somethmg other 
than itself 

unconceals 

1mphcates 

between two 



wluch fails 
1f one is false 
the other true 

Here Tostevm parodies her own lyncal impulses m the wntmg of her book, her 

mouth twisting 
the arm to form 

a poem 
between 

the way I speak 
the way I spoke (my emphasis) 
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Although the wnter has stated that 1t 1s natural for her to flip back and forth between 

languages, the difficulty of conveymg all that exists between them still haunts her Aware 

that form can hide the gaps m language, she chooses mstead to expose them In this 

endeavour, Color of Her Speech attempts to re-create the expenence of trymg to speak 

with two v01ces 



Chapter Two 

(S)mgmg 
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The hyphen m Roy Klyooka's early work functions ma similar way to what 

Tostevm calls the colour of her speech Workmg almost exclusively m English, K1yooka 

creates unusual aural and syntactic combmations to emphasize the deliberateness of his 

language We can trace the ongms ofh1s mode ofwntmg to two mam factors the 

hm1ted use of his mother tongue and his work as a visual artist The relationship between 

these two factors 1s key to hts development as a wnter Klyooka called the basis for his 

visual art the "syntax of colour," a stlent commumcation that exceeds the parameters of 

language "A pamter [ ] can see the syntax of colour m his mmd's eye, and it 's not 

anythmg hke that s1mple-mmded notion ofrepresentat10n, [ ] because one knows it's an 

artifice as soon as you take up colour and start puttmg it down on the surface" (Miki, BE 

65) K1yooka's wntmg foregrounds this matenahty, celebratmg artifice much as colour 

does m pamtmg, to borrow Knsteva' s analogy (22 l) 

An example of this sense of artifice can be found m K1yooka's poem 

"Kumo/Cloud/s " 11 Unhke Tostevm, Klyooka was not fluent m his first language, though 

he called Japanese his pnmary language (Miki, "RK" 58) He did, however, expenment 

with wntten Japanese m "Kumo/Cloud/s," resultmg ma translation, not merely of his 

poem, but of his relationship with Japanese The poem's last section 1s d1v1ded mto three 

columns of typed romamzed Japanese, corrected handwntten romanized Japanese, and 

handwntten Japanese cornbmmg the phonetic alphabets (huagana and katakana) and 

Chmese characters (kanJi) On the opposite page the poem 1s translated mto Enghsh, with 

the note 



(translated mto enghsh 
the mght Matsuka-san & 1 

translated my roma-Ji 12 m-
to plausible Japanese & sang it) (PW, 263) 

K.iyooka descnbes the proJect's process as part of his poem 

I filled 3 notebooks full of 
an ofhmes mdecipherable 'romaJi ' altematmg 
with pages of cluttered 'mghsh' 

all summer long I caught myself stftmg long agog 
syllables- as if I were beholden to 
their 'topos' if not their ofbmes libelous wit 

all the thmgs I held m my hands -
that was once 'rotund' m either tongue 
dissolved mto oceamc stlences (260) 
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The 'silences' K1yooka refers to resonate throughout his work and often mmor those he 

found m his commumty Aside from the commumty newspaper, The New Canadian, 

there were few sources for K.iyooka to learn about fellow N1se1 He considered silence 

and a reticence about 'self "very Japanese" (Milu, BE 67) 

Susan Fisher labels "Kumo/Cloud/s" an expenment m combmmg images and 

text, relegatmg the Japanese words to the realm of the image "[F]ew ofK1yooka's 

readers are hkely to understand them, those who do will find the hand-lettenng and 

misspelled words hard to read," she wntes (I 06) However, wntmg the poem m such a 

processual form, showmg corrections to his own Japanese, Kiyooka is enablmg the reader 

to part1c1pate m the translation process Includmg the 'romaJ1,' readable only as sounds to 

the non-Japanese speakmg reader, mv1tes the reader to expenence the poem's 

performance as vowels "[lodged] ma man's throat" (Kiyooka, PW291) 13 Those who do 



understand the Japanese, possibly members of the Japanese Canadian community, will 

see the gaps between the Japanese and English versions 

kono komai 
kumo 
wa natsu kashn 
to omo 

kumo 

kmo no olm 
kumo 
wa zmbun 
osorashikatta (262) 
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The inghsh translation reads " kumo/i/thmk--/this/small/cloud/ts/love­

/ly//kumo/yesterday's/beggar-cloud an un/diminished//n+ g-h-t-m-a-r-e-" (263) The 

Enghsh word "lovely" doesn' t seem to fully translate "natsu kashn," which holds a strong 

sense of yearning for the past The second stanza picks up this sentiment in English, 

addmg "beggar-cloud" to what 1s descnbed in Japanese as only yesterday's large 

"temble" or "mghtman sh" cloud Longing travels, via translation, from the present to 

the past The poem's second last stanza translates the word "sh1botachi," or 'longings,' 

descnbing the cloud 's relationship to dreaming The translation reads "no matter /how 

often 1 wnng this out/tomorrow's/dream hes- unfettered" The final stanza -

"kumo//this/ mmor's/sheen /its/perfect/cloud/awakens"- itself mmors the Japanese 

"kore wa/kanshm no kagam1/kore1 wa/kagami/no cloud," hterally ' this perfect mmor, 

this mmor's cloud' (262) Readmg this poem's muror as self-reflexive shows how 

meaning can be nomadic, while the act of translabon will always cloud as 1t reveals 
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While Klyooka commurucated with his mother m Japanese, he saw himself as a 

v01ce for his farmly, seekmg "recogmhon through literature" (Miki, BE 69) He discusses 

with Roy Miki the profound effect his lack of Japanese had on his \\ntmg 

K If you grow up m that kmd of"mter-face" it's very 
poignant, because not to have been able to wnte m 
Japanese is to never have been able to have demonstrated 
to my mother that well-

M In a sense your texts are sealed off from her m a very 
nnmediate, fundamental way, yet she recognizes that 
the language m those works 1s still an extension of your 
familial expenence, though now it's been translated 
mto this form, m English (69) 

The concept of translation that M1k1 mtroduces 1s a complicated one Klyooka called his 

second language "mghsh," with a lowercase "1," which, M1k1 explains, functions "as both 

noun and slanted part1c1ple" (BE, 207) Miki descnbes the literary climate of Klyooka's 

early career as "the heyday of Canadian cultural nationalism," w1thm which "K1yooka's 

performances- his 'mgmg' m the ' uncouth vernacular' of displacements found few ears 

outside the proper 'enghsh' saturatmg the white anglo-dommant cultural nomenclature of 

his hfe and times" (207) Accordmg to Mila, "mgmg" 1s meant to evoke the play with the 

first syllable of Klyooka's term 'mghsh' 

hence "mgmg" as a short-hand for "rnghslung," 
1 e wntmg m a Kiyookan mode of performing enghsh, 
but also "mgmg" to pomt to the notion of the part1c1ple, 
"-mg," as embedded m the processual - what 1s m process, 
movement, mcludmg the trans1tlonal "[I]ngmg" can also be 
assumed as a kmd of song, a "smgmg" that is audible m lus 
poetic lme - a composmg through the play of syllables ( e-mail 
correspondence, Nov 27, I 999) 

By usmg his own term, K1yooka also creates a space for himself outside of formal 

language, tw1stmg 1t mto new shapes 
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The 'artifice', the performance of language as, m Bhabha's terms, "the assertion 

of the hybnd," shows how the use of a dominant language can also become a mask for 

wnters who are both mside and outside of its parameters (Bhabha, Locatzon 120) The 

diglossia Kiyooka expenenced was heightened by his family's attempts to escape the 

sense of ahenatton that came with bemg a visible mmonty Kiyooka called his artistic 

pursmts an "1mtiahon" mto self-expression " [G]rowmg up m this country and bemg 

beholden to the white culture, its mstltuhons, I have nonetheless grown up 

athwarted [y ]ou are of 1t, and you are not, and you know that very clearly" (Miki 71) 

He began to wnte, "startmg from nothmg, with only what [he] had an mtuihve grasp on" 

(70) He descnbed his m1hahon mto the English language as both careful and tnumphant, 

remarkmg, "I had to claim every mch of the language that I've come to, literally syllable 

by syllable" (7 1) 

Kiyooka's first book of poems bnngs the subject's hard-won Enghsh m contact 

with an old fashioned and haltmg Japanese Kyoto Airs anticipates and plays with the 

romanticized Journey a Japanese artist takes to retneve his roots What he produces is a 

hybnd account, Jommg both sides of the Pacific m the eyes of a traveller Kiyooka's 

awkwardness as a traveller m Kyoto bnngs to hght the shift m identity he expenences In 

Japan, Kiyooka remams "a tongue-twisted ahen" (PW 12) As traveller, he is every bit 

the foreigner, the 

Canadian pamter 
come to pay homage 

to ancestors, samurai among them 
whose honour was the sht abdomen, 
whose women boarded famme nee to 
stuff mto their children' s mouths, 
whose children 's children gad about 
m red high heels, twtstmg to Ray Charles (23) 
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Amazed by the contrasts between old and new encountered around every comer, 

K.tyooka's speaker finds an openmg Through the images around him, his artist's eye, and 

his own astonishment, he translates not what he sees, but his own process of recordmg 

Like Color of Her Speech, Kyoto Airs speaks across divisions, m this case, 

between Japanese and Canadian expenences, and K.tyooka expresses s1m1lar concerns 

about the class1ficatton of culture 

I'm truly bored with labels, what they 
pre-empt, and I'm sick of havmg my ongms 
fingered It's as though an utterly "Canadian" 
expenence couldn't embrace either ocean 
and what hes on the far side of each ( qtd m Fisher 107) 

A bnef look at two reviews mdtcates that cnttcs tend to lmk K.tyooka's Japanese ancestry 

with his mode of wntmg Where Tostevm's bilmgual subJect1v1ty has been glossed as 

femm1st metaphor, K1yooka's hnked segments have been called "adaptations of Japanese 

forms" (Howard 47) Richard Howard's bnefreview of Kyoto Airs descnbes the sparse 

sequences as wntten with a "borrowed stnctness," each a "bundle of wisps, tied together 

by a pervasive foreignness" (47) Howard acknowledges a tension between "form and 

what is left out of the form," but the brevity ofhts attent10n to the book suggests that the 

hnk between "Japanese forms" and K.tyooka 1s merely superficial (47) 

Anne Munton also focuses on K1yooka 's Japanese ancestry to explam his choice 

of genre In her essay "The Long Poem as Poetic Diary," she hnks the genenc flex1b1hty 

of the long poem to the Japanese form of utamkkt 14 The charactenshcs of utamkki that 

Munton explores mclude a focus on farmly hfe, blendmg of poetry and prose, disregard 

for temporal accuracy, and "an artistic reconstltuhon of fact part1cipatmg m or parallelmg 
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fiction" (97) Wlule she does not deal directly with Kyoto Airs, Munton descnbes another 

of Ktyooka's texts, "Wheels, a tnp thru Honshu's backcountry '69 " "Wheels" combmes 

themes similar to those of Kyoto Airs travel m Japan, family, and the struggle with 

articulation Munton sees Ktyooka's vers10n as a modermzatlon of the traditional form, 

similar to l 7'11 century poet Basho's "Okuno hoso michi" "Unhke Basho, with his bed 

hce and young gmde with 'a short, curved sword at his waist,' Ktyooka encounters 

souvemr shops and punk kid taxi dnvers" (104) Although 'Wheels' does appear to have 

certam utanikk1 charactensttcs, Munton's mterestmg companson, hke Howard's, lacks 

elaboration Her thesis 1s actually based on the work of bpNichol, who called the utamkki 

his "retroactively recogmzed formal model for The Martyrology" (97) However, she 

calls Ktyooka's poem "most hke the utamkkt models" she discusses, largely because of 

his Japanese hentage 

In contrast to these reviews, Susan Fisher sees no reason to attnbute Ktyooka's 

poetics to a direct ethmc lmk In "Japanese Elements m the Poetry of Fred Wah and Roy 

Ktyooka," she ndicules this notion by quotmg Hlfomi Goto's poem "The Body Pohttc" 

People ask me what I do 
and I say, oh, I do a httle wntmg 
Do you wnte poetry too? someone will ask, 

and I say, yeah, a httle bit 

OHi Please make up a haiku for us, we'd love to 
hear a haiku 

from you 
Uh-I don't-
Oh, don't be shyl You Japanese are so clever with haiku' (qtd m 
Fisher, 94) 
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Fisher acknowledges Kiyooka's mterest m Japanese culture and lus ability to speak the 

language, notmg that he v1s1ted relatives m Japan as a small cluld before retummg there 

as an adult m 1963 (101) However, regardless ofKtyooka's cultural background, she 

mamtams that Kyoto Azrs 1s a "standard traveller's version of Japan," which, despite its 

Japanese settmg, "owes very httle to Japanese literary trad1ttons, except as they were 

filtered through the New Amencan Poetics" (101) She mamtams that Ktyooka's work 

was more mfluenced by the Amencan poets of the 1950s and 1960s who studied m Japan 

and showed considerable mterest m Japanese literary forms, than by his own expenence 

(93) 

The m1ssmg mgred1ent m these viewpoints 1s Ktyooka's hyphen the relationship 

between the silence of his mother tongue, and the artifice of his acqmred language After 

starting Kyoto Airs in Japan, K1yooka attended the Vancouver Poetry Conference m the 

summer of 1963, where he studied with Charles Olson and other wnters who identified 

with the New Amencan Poets Kiyooka was fascinated by "the pecuhanhes of their 

speech" which mfluenced his wn ting wlule he strove to "claim some kmd of articulation" 

for himself (M1k1, BE 63-64) Keepmg m mind Ktyooka's comments regardmg his 

acqms1tlon of English, we see the hnk between the aesthetic influences of Olson's 

thought and his own bilingual background In his well-known essay "ProJecttve Verse," 

Olson called a poem "energy transferred from where the poet got 1t [ ] by way of the 

poem itself to, all the way over to, the reader" ( 16) Olson focussed on the syllable as the 

axis of poetry, declanng, " It 1s by their syllables that words Juxtapose in beauty, by these 

particles of sound as clearly as by the sense of the words which they compose In any 

given mstance, because there 1s a choice of words, the choice, 1f a man 1s m there, will be, 
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spontaneously, the obedience of his ear to the syllables" (Olson 17-18) K1yooka's 

subsequent emphasis on accuracy m language would lmk his b1lmguahsm to self­

expression by focussmg on the projection of the mtenonty of the poet's imagmatton onto 

the page 

Kiyooka's deliberate and haltmg use of English conveys the expenence of commg 

to articulation away from one's mother tongue 

the song 1s 
about tortoise 
and not the hare 
not the hare 

black heads hfted 
thelf smg 

srng mto the a!f 
walkmg by sun 

m my eye smg­
mg also smgmg 

another song the 
air of Kyoto smgs (7) 

With the ear as the "threshold of proJective verse," to repeat Olson's phrase, Klyooka 

would locate himself as listener Aware of his blendmg of language sens1b1hties, Klyooka 

acknowledges his mother's mfluence " i know how her bitten-words came to crease 

my own vernacular " (296) His basic understandmg of Japanese would activate the 

voices around him, d1stmguishmg him from Fisher's standard traveller However, the 

language he would hear m Kyoto would differ from the Japanese he spoke with his 

mother, who was from the island of Shikoku and spoke m the dialect ofKochi prefecture 

Further, the vocabulary and phrasmg of his mother's Japanese were from earlier (Me1Ji) 

forms of the language, which she brought to Canada m 1917 (Miki, e-mail 
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correspondence Nov 27, 1999) The poem projects a sense of alienation amidst an 

unknown Japanese dialect As a b1lmgual, Klyooka expenences d1gloss1a on both sides of 

the ocean In the context of h1s comments about English, Kyoto Airs makes clear that 

Klyooka views both his English and his Japanese as belonging to the low, or mformal, 

level of language 

Klyooka makes use of repetition and lme breaks to create contrast between his use 

of English and h1s Japanese surroundings The short Imes create a staccato accent 

m1rronng the "tongue twisted" uneasiness he expresses about h1s mother tongue 

(Kiyooka, PW 12) They also slow the reader down to really listen to the play of syllables 

and their roles m the construction of meanmg Bndgmg "hare" and "black heads," for 

example, K1yookaJumps from the childhood fable to hts perception of the crowds around 

him He delays the satisfaction ofreachmg the end of the hne, evokmg the effort of 

listemng, understanding and speaking a foreign tongue As the poem recounts his first 

v1s1t to Japan as an adult15
, he must have also been visually struck with his participation 

m the ovetwhelmingly homogeneous demograprucs of his location The line" my eye 

sing-/mg" suggests K1yooka still identifies rumself pnmanly as an artist, articulating 

through the visual to compensate for his lack of language By breakmg the line, he also 

celebrates his own "ingmg," m his mode of performing English, offenng the air as a lmk 

between the past and present on the streets of Kyoto, contammg all of its stones The air 

1s also, literally, the song of the present moment, "also smgmg/another song the/air of 

Kyoto smgs" (7) 

Robert Hogg best descnbed Kyoto Airs back m 1964 as a book "wntten for and 

upon an occas10n of gomg & commg the con Junction-the poems ARE that 
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ampersand- hes m the acceptance ofthmgs lost, found- made known" (2) (my 

emphasis) The conJunct1on becomes part of that operation of thought translatmg the 

unfam1har As m Tostevm's urge to unspeak, Kiyooka 1s mterested m usmg language to 

more accurately reflect his process of art1culat10n 

I see that m the nammg of ~hatever 1t 1s that you 
expenence, there are two thmgs at work there 1s 
the actuality of that expenence as 1t has worked 
through the person, and there are all the other 
names for that expenence which you have been 
given It' s the combmatton of those two quahttes 
by which you come, m your own way, to define 
that expenence and try to find a language m which 
you can say what 1t is (K1yooka and Marlatt n p) 

Kiyooka 'makes known' images that show the overlap between past and present Japanese 

and Canadian expenences - images that he felt a "respons1b1hty" for puttmg out mto the 

world (Miki, BE 66) 

How 1s 1t, Deleuze and Guattan ask, that the wntmg of hngu1sttc mmonttes 

becomes tom from its own language? (Deleuze and Guattan 62) This problem 1s 

particularly pressmg for the second generation of 1mm1grant fam1hes who are born mto a 

country that marginalizes the1r mother tongue Hence, b1hnguahsm as a "sens1b1hty 

grounded m two languages" (M1kt,"RK" 9) becomes d1glossia, the mother tongue as 

subordinate Although he was not as fluently b1lmgual as Tostevm, 1t was his lack of 

formal Japanese, the "high" vanety m Ferguson 's terms (Ferguson 6), that he considered 

a loss He expressed himself m Enghsh, a language that has less of a gap between its high 

and low vanettes (20), to respond, hke Tostevm, to the d1gloss1a he expenenced w1thm 

his mother tongue As a result, he became a nomad m relation to his own language 



Detemtonahzat10n, a charactenshc Deleuze and Guattan hst as central to 

mmonty wntmg, connotes not only a separation from the mother tongue but also a 

political subordmahon that often prompts a "retemtonahzation" or "new intensity'' m 

language 

This language tom from sense, conquenng sense, 
bnngmg about an active neutrahzahon of sense, 
no longer finds its value m anythmg but an 
accentmg of the word, an mflechon Children 
are well skilled m the exercise of repeatmg a 
word, the sense of which is only vaguely felt, 
m order to make 1t vibrate around itself (63) 

K1yooka conveys the effort to recover the barren terram of articulation m 'Found m a 

Mound' 

the voices 
the voices 

lost m the dust 

the word 
the word 

the lost word 
found man um 

made from earth 
to earth returned 

the lost v01ce 
returns 
m the shape of an um 

a bunal um 
a bronze bunaJ um (PW 8) 

The lost v01ce is returned to the earth from which 1t was taken, as Klyooka's return to 

Japan prompted him to wnte The "new mtens1ty'' of retemtonahzahon m the poem's 

voice overcomes the constramts of d1gloss1a by rernovmg English from its context, 
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teanng 1t away from fixed meamngs Repeatmg words, layered hke pa10t on a canvas, 

recalls what K1yooka said of pamt10g "one knows it's an artifice as soon as you take up 

colour and start putt10g 1t down on the surface" (Miki, BE 65) At the same time, K1yooka 

engages 10 the high language of English poetry celebrated artifice as a way of nam10g 

expenence Locat10g the "ear" 10 the earth, the voice returns as both pure sound and the 

silence found man um, the shape of wluch, m Keats' words, "legend haunts"(374) 

By usmg the term "artifice," I am refemng to a creative use of English that 1s 

conscious on the part of the wnter As m Kachru's descnphon of"contact literature," the 

bilmgual uses English creatively "to delmeate contexts which generally do not form part 

of what may be labeled the traditions of English literature" (Alchemy 161) I want to 

emphasize that, m addition to the mfluence of other wnters who may have been 

mterested m Japan, K1yooka's soc10l10gmst1c background 1s central to his text The 

context ofh1s poem 10cludes both an 10terest m the history of his ancestors and his 

emergence as a poet 

The act of becommg 10 the poem reflects the struggle for the articulation that 

Klyooka wanted to claim for himself (M1k1, BE 64) In "Coffee Shop," the poem unfolds 

as a carefully constructed hst of sounds that still the reader to expenence the poet's 

silence 

tremor of 
cut glass 
betrays the 
10d1screet 
blast from 
the air cond1t10ner 

or IS It 

the music­
Beethoven's 



7th that 
makes 1t 
tremble so 

mynad colours 
reflected 
on each cut 
glass surface 
shimmer to 
the sound 

of voices, 
clattenng 
cups, the music, 
all sounds 
other than 
my own (13) 

The cham reaction of n01ses that bump up agamst each other becomes detemtonahzed, 

no longer belongmg to a language of sense (Deleuze and Guattan 21) The voices, the 

cups, the music exist only m relation to what the wnter 1s not saymg 
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It 1s near the end of Kyoto Airs that we discover the reason for Kiyooka's visit, his 

first meetmg with a sister, Manko, who had been separated from the family (M1k1, BE 

56) Ktyooka's sister 1s the tangible hnk between Kiyooka's worlds, as he offers her this 

dedication 

the sash you bought 
for my ukata is 
firm around my waist 
each time I he 1t 
you are on one end 
& I am on the other 
how else tell 
of a brother & sister 
thirty years parted 
drawn together, again? (7) 
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Manko was born m Japan while Kiyooka's mother was v1s1ttng her a1lmg father in Koch1 

prefecture According to Mrs Kiyooka, she left her daughter behmd because of the 

family's unstable financial situation m Canada Manko eventually spent most of her hfe, 

including the years of the Second World War, on the opposite side of the Pacific (MT 64-

130) 

Kyoto Airs dnfts from the tounst-like awe of sight and sound to a contamed 

quietness in the stanzas that deal with Manko The image of the sash creates the lmk 

between their t\\O hves Focusing on the visual, K1yooka asks, "how else tell ?" (PW 

306) In 'The Dress,' K1yooka translates the visual through his acknowledgement of 

pamterly artifice 

the sheen 
of 1t sur­
rounding you 
1s the 
shape 
of intentions 
both of us 
wear (20) 

' In the Kitchen' Joms the speaker's family v1s1t with the years of speculation when 

brother and sister were " thirty years parted " 

as 1f you could make­
up for the hunger of 
the lean days when 
you bartered clothes 

for a bowl of nee 
mixed with dry beans 
to make a mouthful­
fit to choke on 

how small you are 



the cotton frock hides 
moments of despa1r shaped 
by fire mto somethmg 
rare, somethmg rare (20) 
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'My Sister Tells Me' suggests the unrehabihty of carrymg truth through the lync We do 

not know how much of Manko's story was actually spoken "why not/speak of 

1t/nothmg/can harm you" (2 I) The foregroundmg of artifice m the text paradoxically 

creates a sense of mttmacy Klyooka 1s not relatmg a story, d1scussmg lus sister's 

'moments of despair,' but showmg that those moments are shaped m the poet's 

imagmation We cannot know what was discussed on that meetmg, but the mtersect1ons 

of past and present, Japanese and Canadian, truth and 1magmation, become the language 

that K1yooka had been searchmg for to define expenence 

We are also mv1ted to 1magme that lmk extendmg outside the text 

"I can wnte 
my name and address 
and how are you 
you will wnte 
simply won't you?" 

how are you? 
tomorrow I 
will float 
these poems 
to you 5000 mtles 
away do you 
trust the sea? (22) 

How trustworthy is memory across distance and language? More 1s at work m this stanza 

ifwe consider the wartime exchanges between Manko and her family described m "Dear 

Lucy Fumi c/o Japanese Canadian Redress Secretanat" 

I was moved whenever we received a letter from a 
war-ravaged Nippon My older sister Manko who was 



born and raised there kept wnting to a home she had 
never seen except in photos to tell about her appalling 
hardships And I clearly recall how those precious letters 
had been sht and the contents scruhmzed and stamped by 
a nameless Censor (Kiyooka, MT 188) 
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Kyoto Airs' Japanese setting, place names, and K1yooka's own family name bnng about 

certain romantic expectations of the exotic travelogue Instead, Kiyookan inghsh, an 

1d1olect of d1chon, language layenng and repetition, creates a sense of the poet's own 

displacement and astomshment Where there may exist an expectation of cultural 

mediat10n, we are met with a speaker who 1s overwhelmed by his own mother tongue 

Both Japanese and English prove inadequate to encapsulate any articulat10n of 

expenence The visual image and non-verbal sounds underlie the process of articulation, 

posing the question "how else tell?" K1yooka's flirting with Japanese poetic forms is 

worth noting, but does not amount to a cultural hnk The problematic "fit" of genre to 

ethmc1ty mirrors the ambiguities of a bilingual subJectiv1ty As Tostevin refuses to 

"speak white," Kiyooka refuses the cue to speak from colour Instead, he colours 

language, celebrates the artifice of naming with the tools in his possession, and "subtly 

transmutes" the way of telling 

"How else tell?" 1s the question upon which Tostevm and Kiyooka conclude thetr 

poems Both are overwhelmed by the inadequacies of language to translate their 

expenence of cultural difference If translation expresses, as Walter BenJamm tells it, 

"the central reciprocal relattonsh1p between languages," what descnbes the relat10nsh1p 

between languages that 1s not reciprocal? (lllummatwns 72) Language 1s culture's 

mediator, often presenting more bamers than comdors for the bilingual wnter Kiyooka 

seems aware of this from the beginning, mchmg toward language cautiously Despite 



44 

Tostevm's statements that her btlmgual wntmg 1s an extension of her hfe, on readmg her 

texts we see a struggle to express this state m a book where one language 1s the norm In 

d1glossia, one language always shadows another How can tlus dominant language 

convey what hes outside of it? How does the wnter translate "the hidden mmor" that 

"reflects all thmgs impartially''? (K1yooka, PW24) The relat1onsh1p of one syllable to the 

next, one lme to the next, suggests the answer hes somewhere m the cracks between 

languages, the only constant bemg the yeammg to convey what cannot be said By 

emphas1zmg the processual and removmg language from fixed assumptions through 

devices such as strategic !me breaks, puns, images and unusual combmat10ns of words 

and sounds, both poems seem to burst with possible pathways 
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Chapter Three 

How did my desire come to wear your face? 

Having established that both Roy Kiyooka and Lola Tostevin use subversive 

strategies in thelf early English texts to overcome bamers related to dtglossta, I want to 

bnng these two wnters together to compare how they deal with the representation of 

cultural differences as they hinge on language Lingu1sttc minonhes m Canada share a 

similar expenence on at least one level, as Nicole Brossard pomts out, by having to 

reflect on ''what 1t means to be colomzed through language, which 1s to say what 1t 

means to intenonze, to make your own, values and prejudices which are degradmg the 

group you belong to" (Huggan and S1emerling 95) When English 1s a second language, 1t 

proves inadequate to express cultural differences, as 1t masks the gaps in meanmg 

through translation In response, the hybnd text exh1b1ts an "element of reszstance in the 

process of transformation" (Bhabha, Locatwn 224) It 1s the man1festat10n of this 

resistance, what exceeds translat10n, that interests me in this chapter, namely how the 

wnters quest10n genenc conventions and subsequently construct alternatives I hope to 

show how the ind1v1dual concerns about arttculat10n that both Tostevin and K1yooka 

identify in their early works mamfest themselves later as genenc transgressions in thetr 

poems 

The two books in question, Tostevm's 'sophze and K1yooka's The Fontainebleau 

Dream Machine, question the relevance of Western images and ph1losoph1es to the 

minonty subject Both wnters re-create their relationships to certain concepts and images 

by removing them from their onginal contexts and placing them side by side, as in a 

collage As I have discussed, based on Kamboureh's analysis, the long poem 1s made up 



46 

of other genres co-ex1stmg and makmg contact with each other I want to focus on how 

the d1stmctlons m these books call attention to themselves as independent actions w1thm 

a greater body of work Each shift m structure w1thm the long poem mterrupts, m Walter 

BenJamm's words, "the context mto which 1t 1s mserted" (''The Author" 17) Like a 

collage, the heterogeneity m both content and expression stimulates alternative, polyvocal 

readmgs Each fragment of image or text can be read both as part of its on gmal context, 

and through its role m the new text As a means of questlonmg the 11lus1on of 

representation, the collage exposes the very cracks m the contmmty of a given work 

By its revolut10nary nature, collage can tum a book Jacket mto a political 

mstrument, accordmg to BenJamm (24) As I am mterested m cons1denng these poems as 

whole books, their book covers offer a good startmg pomt, smce they immediately 

present mterference with cultural concepts Tostevm chose "Allegory for Music" by 

Hans Baldung Gnen as her cover image, an image of "thought mediated, made visible by 

the body" (SC 112) The 16th century pamtmg presents the naked figure of Mus1k with a 

text m her left (sinister) hand, transformmg her from the muse mto the musician, 

possessor of forbidden knowledge (O'Qumn 44) The apostrophe markmg the book's title 

also signifies somethmg altered, recontextuahzed An apostrophe "suspends one presence 

and replaces 1t with another," Tostevm explams "For a short whtle 'Phil ' will disappear 

from ph1losophle and leave 'soph1e to her knowledge, her music, her desire" (SC 11 3) In 

the search for knowledge, she dismantles ph1losoph1e, yet 'sophie 1s always part of 

another whole 

The Fontainebleau Dream Machine also portrays the pursmt of knowledge as a 

subversive activity Its cover features a hot air balloon, a recumng image that Eva-Mane 
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Kroller calls a "vehicle of freedom and an mstrument of surveillance" (Kroller 52) The 

hot air balloon appears futunsttc m the image, as we see the react10n of villagers 

scramblmg to both witness and destroy the strange craft As an mstrument of 

surveillance, it also '<tum[s] the gaze of the discnmmated back upon the eye of power" 

(Bhabha, Locatzon 112) Klyooka's cover is a collage that combmes an engravmg of the 

first hot-air balloon landmg m Gonesse, details of Pierre Milan's "Jupiter and Calisto," 

and a modem photograph of a so-called dream machme and its mechanic The result is 

chaotic, with the villagers clarnbenng over a bnck wall, the gods engaged m a tete-a-tete 

m one comer of the scene, and a man weanngJeans and a T-shirt with "notary public" on 

the back who appears across the spme of the book Kroll er suggests this figure 1s K1yooka 

himself (52) He is holdmg the scene together while operating the dream machme, a 

crude chanot beanng two telev1s10n momtors, each displaymg a different hot air balloon 

Kiyooka's cover quest10ns the mechamsms of artistic representation The chaotic 

collage reveals the randomness of Western images (European art, mythology, mdustnal 

machmes) w1thm a mmor subjectivity The image of machmery also serves as allegory 

smce the mmonty wnter, as Deleuze and Guattan pomt out, must find "a mode of wntmg 

that allows us to account for the different 'machmes' that condition our actual relation to 

the world, to the body, [and] to desire" (Deleuze and Guattan xvt) Sortmg through these 

systems, K1yooka embarks on what he calls a "Quest for the true body, the abode or one 

man's Dialect among a host of, ofhmes, ahen 1kons" (qtd m OndaatJe n p) Like 'sophze, 

The Fontainebleau Dream Machine begms by pos1ttonmg itself between the established 

and emergmg work of art 
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Both Kiyooka and Tostevm mscnbe multiple pomts of entry mto thelf texts, 

creatmg d1stmct sect10ns w1thm each work's heterogeneous makeup This senahty marks 

the texts' hyphen, the space they occupy as both part of, and outside of, the larger 

contexts of Philosophy and Art For example, Tostevm's text 1s divided mto four mam 

sections the first 1s an untitled senes of poems/segments, the second an essay descnbmg 

the expenence of attendmg a semmar given by Jacques Demda, the third a pnmanly 

French section entitled "espaces vers", and the last, "Song of Songs," a poem divided mto 

numbered stanzas that plays with the b1bhcal text by the same name Most of 'sophze's 

segments are hnked by a smgle apostrophe at the top of each page, markmg 1t with a 

suspended presence The apostrophe thus remmds us of 'sophze's external context, while 

each section adds a new d1mens1on to the book's emergmg subJect 

While Tostevm's apostrophe signals a text already m progress, Kiyooka subtitles 

his work "I 8 Frames from a Book of Rhetonc," 1mplymg 111s an excerpt of some larger 

body Each of the book's literal frames barely contams its collage of overlappmg images, 

mcludmg hot-alf balloons m vanous states of fhght and catastrophic descent The 

accompanymg poems, commentanes, Journal entnes, and dream descnpttons d!fect the 

reader to question the truth of what she sees The frames themselves are ornate 1m1tations 

of the 16th century Fontamebleau designs of fnut, leaves and naked figures (Kroll er 48) 

For their part, the Fontamebleau engravmgs were also based on the art of Itahan 

Mannenst pamtmgs ( 48), which were charactenzed by exaggerated perspective, 

undenmmng the authonty of the great Renaissance artists These references also mark the 

book with artistic ghosts While trymg to carve a place for "one man 's Dialect," (qtd m 
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OndaatJe n p) K1yooka's subject 1s mextncably connected to the artistic traditions of the 

Western world 

For example, Kiyooka pays homage to French 19th century artist Eugene 

Delacroix, refemng to hts Journal m the text of Fontainebleau He finds a connection 

with Delacroix that transcends the1r cultural differences In her detailed review of 

Kiyooka's book, Kroller pomts out that Delacroix advocates senahty as a means of 

expression 16 

the book is hke an edifice of which the front 1s often 
a sign-board behmd which, once [the painter] is mtroduced 
there, he must agam and agam give equal attention to the 
different rooms composing the monument he is visitmg, 
not forgettmg those which he has left behmd him [ ] As 
' portions of pictures m movement,' books reqmre as much 
mvolvement from thetr readers who are lmked to these 
portions, as they do from thetr authors (qtd m Kroller 47) 

Delacroix's rooms reflect moments of transition that occur between segments m 

Kiyooka's text These moments offer what Bhabha calls a "strange stillness" that draws 

attention to the difficulty of translatmg cultural mformat10n, movmg "toward an 

encounter with the ambivalent process of sphttmg and hybnd1ty that marks the 

1denttficat10n with culture's difference" (Location 224) Kroller's observat10n elucidates 

the cumulative and shiftmg nature of Fontainebleau, linkmg Kiyooka's poetry with his 

art, and particularly with the art of photography The artist develops the work from 

something he has borrov.ed, captured, and transformed, piece by piece, hke a roll of film 

Each picture m Ktyooka's book 1mphes movement, as though a scene were 

mterrupted in full swing and held still These images are accompamed by commentary 

descnbmg the frame, as well as a poem For example, the first frame shows a hot atr 

balloon n smg from behmd an old stone bmldmg with three rounded archways The 
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balloon 1s surrounded by clouds and tightly framed by engraved Fontamebleau 

ornamentation The commentary reads "The 1st frame shows Breath (shadowmg) Dream 

(shadowmg) Au (shadowmg) itself' (l 10) K1yooka uses authontatlve language to 

mstruct the reader about what she 1s seemg, and m domg so, he exposes language's 

function as what Deleuze and Guattan call a machme of expression for which the author 

1s also "the gears, the mechanic, the operator and the victim" (Deleuze and Guattan 56) 

The author creates and performs language, but he 1s also subJect to its hm1tatJons Breath, 

dream and a1r are mtang1ble, makmg K1yooka's explanation unsatisfymg and suspicious, 

lurkmg m the "shadows "The upshot of the descnptlon 1s that what the I st frame shows is 

the 1st frame Kiyooka's parody of Western art and literature comc1des with his quest for 

"the true abode of [his] dialect" (OndaatJe n p ) His mterest appears to he not only m the 

work itself, but the place his work will take m a larger context He puts 1t this way "I'm 

not mterested m Literature, say, 1f 1t 1s ms1sted that I worship at the feet of Wilham 

Shakespear [sic] or Blake - such fatuous esteem can divest you of your own 

articulation, 'articulation' could be another name for history" ("with RK" 29) 

Kiyooka's text also echoes his relat10nsrup to the English language, which 

provides him with a v01ce that remams mute m his mother tongue The repetition of the 

words "breath," "shadow," "dream," and "air'' bnngs an ethereal quality to the work as a 

whole, as though the text were bemg mediated, a dream translated By usmg the term 

translation, I want to bmld on BenJamm's notion, which "ultimately serves the purpose of 

expressmg the central reciprocal relationship between languages" (Jllumznatzons 72) Yet 

the word "reciprocal" does not apply here, mstead, the relat10nsh1p 1s diglossic For 

example, Kiyooka's thoughts on the Enghsh language reveal the potential of conflict 
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every time he expresses himself He mockingly descnbes himself as "to all mtents and 

purposes, a white anglo saxon protestant, with a cleft tongue," explainmg that thoughts 

come to him in a "North Amen can/West Coast dialect of the English Language," but 

silences and unexpressed emotions are "enfolded in an unspoken Japanese dialect" (MT 

182-183) In other words, his wnting bears the weight of a mute mother tongue "Even 

my anger," he wntes, "not to mention my rage has to all intents and proposes [sic] been 

shaped by a gut level obscemty I picked up away from my mother tongue" ( 181) Even 

the most basic emotional expenences are translated in the words of a colomzing 

language 

In contrast to the dream-hke frame, Kiyooka's voice 1s weighed down in his first 

poem 

Out of the lalf of breath the Dream 

Machine shpt its moonngs 
m the Cave of my mouth and climbed the tree 
tops of my sleeping eyes up into 
the cool blue Night Mother mute mother 
of my breath the unvoiced Cry of 
the child i am 'nngs' the Changes in 
your granite mouth 

these stones these stones embody a tongue 
tied Speech (I 10) 

Many of the female figures that populate the book's collages appear as statues or carved 

rehef images, stone into which history 1s etched Like Kiyooka's silent mother tongue, 

the figures remam mute, representing Kiyooka's aphasia, a translation "weighted with a 

heavy ahen meanmg" (BenJamin, Illummatwns 72) The Fontamebleau Dream Machme 

becomes the hyphen, the strategy that permits the poet to take flight once language "shpt 

its moonngs/in the Cave of [his] mouth" (110), tummg stones into tones, an Alf (song) 
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"(shadowmg) itself' (l 10) Kiyooka breaks his lme both to double the imphcahons of the 

last word (Dream/Machme, tree/tops, tongue/tied) and to create a pause, a stillness m the 

voice 

Stone carvmgs, whether figures or bmldmgs, provide, along with the hot-air 

balloons, pomts of connect10n throughout the book The heavy, mute figures sketched m 

a classical style, and the Renaissance architecture K1yooka plucks from vanous existmg 

artworks, overlap with the balloons' hght, airy photographs Despite the odd 

combmatJon, which appears thrown together haphazardly m a smgle frame, the images of 

stone and balloon remam constant throughout the book Usmg these pomts of connection 

that multiply m their successive combmat1ons, Kiyooka suggests a multitude of 

poss1b1httes The components of each engravmg mteract to create what Deleuze and 

Guattan call "the proliferation of senes," spinnmg off mto "innumerable polyvocal 

combmat1ons, formmg segments that are more or less near each other, more or less 

distant" (70) Focussmg on these pomts of connection, mstead of a hnear aesthetic 

impression, bnngs out the senes' anti-lyncism "The artist 1s nothmg hke an aesthete, and 

the artist machme, the machme of expression, has nothmg to do with artistic 1mpress1ons 

[ ] the artist himself 1s only a dream" (Deleuze and Guattan 70) 

Kiyooka defies the idea of a smgle language of mterpretatton by speakmg through 

the visual He underlmes the relationship between the process and the product, res1stmg 

cohesion 

The tall (fluted) STONE (breath) Column 
- a man with a Nikon F-2 measures the 
Lathces-of-Sunhght falling across Broken statues 
Of a "once upon a tune there was " 0 
The mtncate marble fluted fohattons 

the mflamed 



Lyre kmdhng 
stone leaf gnef 

the 5th Frame hides 
the actual length of the column ms1de your Inner Ear (114) 

The image accompanymg the poem shows two hot-a1r balloons, one behmd the other, 

appearmg to come out of a Connth1an-style column a1r nsmg from stone, the future 

emergmg from the past, a thmg transformed Ktyooka explams 

The thmg about photography, and the thmg about the vISual 
arts overall is you must not confuse the verbal extrapolation 
(m front of 1t, or whatever other way you look at 1t) with the 
VISual image It has its own relevance, its own language, and 
ts not transferable, m its umqueness, its exactitude It's hke 
makmg a translation It has its own expenenhal d1mens10n, 
that you simply grab, and walk away with- mute (M1k1, "with RK" 29) 
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In his quest for "one man's dialect," he mtroduces the still image as a silent language­

measured, rhythmical - m heu of the lync 

The lync does not simply defy genenc codes m the long poem, 1t works agamst 

them Its traditional function 1s to mamtam balance between desmng subject and des1red 

object The lync mode, however, falls prey to what Kamboureh calls a "blmd spot [ ] its 

mab1hty to hear its own sound" (On the Edge 74) In 'soph1e, Tostevm's subject also 

acknowledges that the lync's umfymg ideology renders her mute (74) Wntmg, however, 

offers a comdor 

I wnte because I can't smg I am the book exiled 
from my voice m search of a melody but hke the woman 
who 1s blmd because her eyes are filled with seemg 
and hke the woman who 1s deaf because her ears are 
filled with heanng I am mute because my voice 1s filled 
with words and unhke music I can only be understood 
and not heard ( 10) 
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Accordmg to Kamboureh, muteness becomes, for Tostevm, "an enabling cond1t1on that 

requues readers to shift thetr readmg strategies [ ] Tostevm's employment of the lync 1s 

mformed by her desue to undo both gender and genre categones" (74-75, emphasis 

added) Some elements of the traditional lync - statement of the personal, and choral 

part1c1pation, for example - seem to appeal to Tostevm, m pnnciple, despite the 

hm1tat10ns of the genre's urnversahzmg nature These charactenshcs, however, remam 

maccessible to the female subJect, as demonstrated m the long poem's d1ffus10n of the 

lync 

The personal and the collective remam important elements of Tostevm's poetry 

and her contmued search for new possibilities m her wntmg 

Through femm1st awareness, many women wnters 
faced the reahzahon that previously held assumptions­
whether universal, social or cultural-were changing 
We were bemg pulled mto unexplored temtory, our 
wntmgs often translated from the unknown as we 
attempted to redefine the boundanes between and beyond 
cultural and gender differences (SC 9) 

She questions the idea of tradition as both a resource and a burden that a wnter must 

address 

No idea 1s ever born from ISolation For example, 
for women wnters not to appropnate the genre of 
the essay because 1t was conceived by Michel de 
Montaigne, an ehhst white Frenchman, would not 
only be absurd, 1t would perpetuate women's silence 
at a time when, more than ever, women need to test theu own 
Judgement and mtellectual faculties ( 12) 

Vanous systems, mcludmg her bdmguahsm, activate Tostevm's femm1sm Through her 

socio-cultural expenence, she identifies Cathohc1sm with "bemg French" (Press 124) 

But the language of rehgion presents her with a paradox a fascmation with hymns, 



prayers and ntuals on a lmgmst1c, and perhaps expenential, level and a distrust of the 

codified patnarchal system of Cathohc1sm ( 124) Weighted with these cultural 

associations, French proves madequate for Tostevm to undermme the system of 

Philosophy "To a certam extent I think that philosophy 1s Just another genre 

Unfortunately 1t got so caught up m its own behefs 1t became a closed system, another 

master narrative" (SC 162) 
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Suspendmg 'Phil ' from Ph1losoph1e, she descnbes her book as a birth of woman 

m music, the "sononty" of woman "where all becommg begms and passes through the 

becommg of her own representation" (SC 11 3) It 1s crucial for women to mscnbe 

themselves mto a cntlcal genre, accordmg to Tostevm Crossmg genres and blendmg 

different levels of discourse 1s a way for women to undermme closed systems ( l 0) 

As she ex pl ams m Sub1ect to Cnt1c1sm, at the time of wntmg 'sophie, Tostevm was 

studying Dernda's philosophy and the issues oflanguage as they affected her as a wnter 

Havmg pubhshed essays on fem1msm and bilmguahsm m Journals such as Tessera and la 

nouvelle barre du 1our, Tostevm was still grapplmg with the problems language poses for 

her m her wntmg, eventually turnmg Dernda's d1smantlmg of philosophical discourse 

agamst him 

In the sect10n of her book entitled "by the smallest possible margm," Tostevm 

argues that Demda 1s subject to the master narrative he tnes to undermme The piece 

veers the book mto a new sub-genre the personal essay In the first person, Tostevm 

relates her expenence as a part1c1pant m Jacques Demda's semmar on The Pohhcal 

Theology of Language Whlle her readmg of Dernda 1s only one among several possible 
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mterpretat10ns, she takes issue with the paradox that a particular philosophical discourse, 

while prom1smg "to question the masters," hm1ts the questiomng of its own methods 

The four-page personal essay 1s wntten m a frustrated and confrontational voice 

" In spite of claims that his deconstruct1ve method of analysis allies itself with the 

voiceless, the margmal and the repressed, Jacques Demda doesn' t much care for 

questions by women" ( 45) Demda's course prorrnsed "to focus on the discourse of ' the 

Chosen People,' pnmanly the Jewish Nation, the differences and conflicts relatmg to 

their languages" ( 45) Tostevm relates the expenence of askmg a question m Demda's 

class- followmg a growmg resentment toward what she perceives as his d1sm1ss1ve 

attitude toward women "I decide to speak I am paralyzed Aphasic"(47) 

Descnbmg God as a name of ongm, of the law, Demda suggests that he can only 

be expenenced as absence and cannot be perceived as mediator Smee, accordmg to 

Demda, both rehg10n and philosophy lack a mediator, Tostevm suggests, "by way of the 

ammotlc," a parallel between the absence of God and the absence of women m Demda's 

matenal "Could the absence of God and the absence of women," she asks, "not be the 

same thmg? Could woman only be a name? Absence?//His shruggmg shoulders and 

emphatic 'yes' ehc1t another laugh" (47) Though she may have stated the obv10us to "the 

greatest mmd of the 20th century," the suspended presence of the woman spoken for 

becomes a sign through her very act of speak.mg " 'sophze Name of a woman, title of a 

book On its own, a title has no meanmg [ ] but a title 1s at least a promise Lives up to 

its promise by gtvmg voice to words m whtch a figure 1s mscnbed [ ] No longer spoken 

she becomes at odds with what's been said She 1s what she 1s" ( 48) As part of a long 

poem, the essay remmds us that Tostevm 's vers1on of events 1s subJective, recordmg the 
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impact the expenence had on the makmg of her text Through her very title, she mserts 

the presence of the "I", which, "m order to define itself, assert itself, has to deny so many 

elements of itself it can only differ from nothing by the smallest possible margm" ( 4 7) 

The personal essay allows Tostevm to speak from expenence, to argue and to 

present her side of the story Yet, while she uses her mother tongue m several of the 

lyncal Imes m her book, she wntes the essays m English She reflects on this cunosity m 

the section "espaces vers" "demi-pensee demi-chanson mtonatton d'une 

vo1x/lorsequ'elle se redmt a l'essentiel s'en va au dela d'elle/pour rrueux s'entendre entre 

versions entre amour entre/philosophies" (57) She is cunous that her voice must go 

beyond itself to truly hear itself It 1s m the space between versions that a voice can find 

its essence For example, Tostevm's admitted association between the French language 

and Cathohcism would load a d1scuss10n about the absence of God In one aspect, 

English gives her distance, and actually frees her from certam cultural assumptions that 

French would hQld 

K1yooka's situation differs from Tostevm's m that he has no choice but to use 

Enghsh m his wntmg However, he remams cnt1cal while searchmg for his place m Art 

History, call mg Fontainebleau his "ofhmes bemused Homage to the whole domame of 

European Art, [of] which, together with Chnstian1ty and its twm, Capitalism- [he 1s] an 

errant child, an orphan" (OndaatJe, n p) As Tostevm recontextuahzes the genre of the 

ph1losoph1cal essay, Kiyooka "cnhques art practices that contam rather than release 

desire" (PW 309) The book becomes Kiyooka's ''re-takmg of I Art History its awesome 

oft / 1mes comic ventles" (309) For example, Kiyooka's mnth frame mterferes with the 

ongmal "La Madeleme transportee au c1el" by combmmg 1t with a cartoon of a horse tied 
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to a hot-a1r balloon with a donkey on its back The resultmg collage places Mary 

Magdalene and three supportmg angels on the horse, while cartoon donkeys are 

reproduced m the frame As Kroller pomts out, the scene looks more hke a fumbled 

kidnappmg than an ascension to heaven, with the angels strugglmg to keep Mary atop the 

overburdened horse ( 49) The action spills over the frame, mstead of remammg w1thm 1t 

Donkeys (Kroller dubs them the "asmme spectators") are mm1m1zed mto a stnp at the 

bottom of the frame and seem to be lookrng up m awe Ktyooka dismisses the scene of 

"Sh1mng Angels," claimmg "of such Heavenly Hosts i know nothing [ ] lucky or 

unlucky the Augury they propose hfts a blanket of doubt/from the green mommg 

meadow filled with braymg donkeys" ( 118) 

"[L]'aura of the Ukrame Opal Alberta," the sixteenth frame m Kiyooka's book, 

mtroduces the town where his family relocated durmg the war 

the Carbomferous Sky over Europa and Asia Black 
as my horse Sleepy Jim who fell thru the wmter sod 

roof of 
our Root Cellar and ate - ate til the snow the snow 
falling thru the hole the huge Sky-hole Jim had fallen thru 
fell down on top ofh1m {125) 

The frame's central figure, a lyre, 1s ma bnght spotlight with the commentary "the 16th 

Frame shadowmg the mflamed Lyre bummg m the 2nd Narrows" (125) The lyric's 

umfymg ideology, sewmg together the gaps m a story, undermmes the msert1on of 

"truth" The moment K1yooka records remams m the shadows of a bummg lyre, while he 

hes on the border between two worlds, the day the sky fell 

aphasia a cross frozen stubble 
aphasia the dnftmg snow-mantled pasture 
aphasia down the huge black hole 
aphasia his un deserved famme 
aphasia ( 125) 
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In heu of a personal narrative, the dream machme pamts elaborate pictures, as "the Hand 

of the unseen Poet tum[s] mto a Pahmpsest//s1ftmg the Runels for//the Behemoth of 

Speech the absolute truth" ( 116-117) 

The "absolute truth" for both Kiyooka and Tostevm always hes Just beyond theJr 

reach Gettmg to the pomt of an alternate message can prove a difficult task when the 

pomt 1s always wntten ma conventional language Tostevm complams 

Once the word was mvented 1t was Just a matter of 
time before we all set out to find the real thmg [ ] 
when it's a matter of gettmg to the pomt to the 
source you outrun me cunous courser swift as the 
arrow you follow while I crawl at the tortuous pace 
of the crooked foot tortoise m search of the sound 
your arrow makes when 1t reaches then wrenches from 
the real thmg ( 14) 

Gettmg to the pomt 1s never easy for the mmonty wnter, because a colomzmg language 

precedes a mmor subJecttv1ty, the message 1s clothed m the fam1har The "crooked foot 

tortoise" must transform the tool of language to accommodate what does not lend itself to 

translation Desue functions w1thm wntmg, but also wrenches Imes and express10ns 

away from fixed contents, toward a means of escape, "finding a way out, precisely a way 

out, m the discovery that machmes are only the concret10ns of h1stoncally determmed 

desJre" (Deleuze and Guattan 59) 

Tostevm and Kiyooka, as b1hngual wnters usmg English, need to explore the 

range of what they "can say'' and "can mean," realms that are d1stmct (Kachru, Alchemy 

164) English contams assumptions of cultural nonns that cloud cultural difference while 

med1atmg through the "language and literature of colomal 1mpos1tton" (Bhabha 1984, 

95) The hybnd subJect must always challenge the 'truth' of static representation The 
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images, as well as the recogmzable convent10ns of traditional genre, carry the burden of 

"h1stoncal and 1deolog1cal productions without any of the mevitab1hty that they claim" 

(97) Tostevm counters with cultural assumptions of her o\\-n, performmg, while 

explammg, her b1hngual codesw1tchmg 

oser mi-dire (a tot gm ne fatt gue hre) comment exphguer 
ce besom? Langue normalement orgamsatnce s'aventure hors 
de son abn se trouve soudamement sans heu toume en rond 
la1sse echapper ses sons comme une bete son p1ege oraison du 
desert sons-souches gm trament les profondeurs de la pensee 

Je mt-dis done Je sms (57) 

Her "dem1-pensee" or "half thought" 1s made manifest on the page Language lets go of 

its presuppos1t10ns, the trap that contams 1t, and lets the sounds collaborate "m the 

configuration of two or more codes" (Kachru 164) Tostevm translates mi-dire as both 

"half-speak" and "m1dspeak," md1catmg both mcompleteness and the common ground 

between both sides of a hyphenated subJect 

The correspondmg codes m Kiyooka's book are the visual and the wntten M1k1 

argues that the interface between the poem-texts and collages proposes a "textual 

discourse, a 'rhetonc' "(PW309) In other words, a half-speak that, m keepmg with 

Kachru's notion of the b1lmgual's creattv1ty, expands the range of what he can say and 

what he can mean (Kachru, Alchemy 164-165) The strongest example of K1yooka's half­

speak 1s the commentary that mtroduces each frame, explammg alternately what 1t 

"shows," "hides," "ts htdmg," "pre-figures," "shadows," "belongs to" and "exposes" 

( 109-127) The frame descnptlons sound hke explanations of a surreal photo album The 

mteract10n between the photographs, engravmgs, figures, and names propels the text mto 

a multitude of duect10ns and the reader 1s tempted to rely on these explanations for 
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clanty Some of the comments re-enforce the struggle of the mute poet, beanng echoes of 

Kyoto Airs "the l 0th Frame hides/the fluted (breath) Column m the unmmed Quarry 

beneath your tte' d tongue" ( 11 9) Others offer ms1ghts for the reader's 1magmat1on, 

addmg secret mformation to the images m the frame "the 8th Frame hides/the real pigeon 

shit spattered on the back of a bronze Napoleon" ( 117) Fmally, some statements seem to 

leave the reader squarely out of the loop, g1vmg the poet the last word "the 4th Frame/a 

Clap of Thunder markmg the Distances We Travel by N ight" ( 11 3) The pronouncements 

that accompany the images, then, create more possible readmgs, ra1smg more questions 

than they answer 

What necessitates the reader's d1sonentatton 1s the dommant genre w1thm this 

long poem, which 1s, first and foremost, a personal Journal The Imes, images, characters, 

and quotations are presented as they relate to the poet/artist, a subJect himself born out of 

collage Ktyooka was mterested m artists' wntmgs, but, given his comments on the 

maccess1b1hty of language, he needed a di fferent vocabulary with which to chromcle his 

own hfe While Tostevm splices her poetry with personal essays, K1yooka combmes the 

elements of his long poem as a hfe unfoldmg "breathmg Thmg/s I he under the belly 

of/the Dream"( 127) He half-speaks, therefore he 1s 

The final poems m each book suggest a commg to terms with, rather than a 

resolution of, mmonty subJectiv1ty The last frame of The Fontainebleau Dream Machine 

consists of naked figures that appear to be wakmg from theff posts among the frmt and 

foliage The dream, which "dies every morrung m the cave//of your Mouth," suggests a 

reversal ofroles, askmg the poet/mechamc to wnte the dream, to "be my Daylight" (127) 

Inside the frame, a camera reveals through its lens the hands of an artist at work The 



ever-present hot-a1r balloons are attached upside-down, strapped under the frame 

ChnstJan Bok suggests they reflect the pears from the first frame, representmg "the 

forbidden frmt of poetic knowledge" (28) Klyooka punctuates this sentiment with his 

last Imes "who 1s really dreammg the dream everyone/one by one, dreamt?" (128) 
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Tostevm's 'sophie also appears to have gamed "the forbidden frmt of poetic 

knowledge" m "song of songs," but only after "a thousand and one mghts/woomg 

w1sdom/speakmg to myself' (68) At the poem's outset, Tostevm repeats the biblical hne 

of heartbroken love, " I am sick of love," hke a woman more fed up than desmng 

Through the poem's eight segments, the speaker's desire turns mward, hedgmg where 

romantic love would take precedence "when you say love me/as thyself I can only 

answer/not yet not yet" (69) Fmally, when "the muse has learned to wnte," she is offered 

"another apple un appel une pomme a poem," a course along which she can choose 

which pomt she gets to and when, declanng "I can love you now that I am no longer 

spoken for" (74) 

Creatmg a fragmented context where multiple genres meet, these texts reverse the 

positions of then subJects The polyvocal overthrows the dommance of one meanmg by 

disruptmg the syntax of genre Both wnters thus express suspicion of language's abihty 

to convey cultural difference In the act of cultural translation, the wnter can use the 

Enghsh language by d1smantlmg the cultural assumptions it cames 



Chapter Four 

Bt/oto/graphy 
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The last two works m this d1scuss1on focus on the art of tell mg Movmg from the 

long poem to narrative prose, each wnter examines the difficulties of movmg between the 

languages, cultures, and generations of a b1hngual 's farmly Tostevm 's Frog Moon 

pos1t1ons its speaking subject between French and English commumties m Canada In a 

s1m1lar context, Ktyooka situates Mothertalk between Japan and Canada to explore how 

communities m both countnes have shaped a hfe As I have argued, Tostevm and 

K1yooka exh1b1t susp1c1on of genen c constructs and authontative v01ces, making the 

pnmanly narrative constructions of Frog Moon and Mothe,talk a departure for each 

wnter Throughout this chapter, I focus on folk stones and family lore that surface m 

each book as translations of oral history Again, the authonty of genre 1s displaced, as 

everyday events are set alongside these legends, which are translated from each subject's 

mother tongue 

It may seem unusual to compare these books because each appears to belong to a 

separate genenc category Cntically, Mothertalk has been received as "dual 

autobiography," combmmg the v01ces of mother and son (Hodder, Egan and Helms) 

However, the title presents the book more ambiguously as a collect1on of "hfe ston es," 

suggesting, without committing to, a b1ograph1cal context while accenting the art of 

storytelling Frog Moon 1s more clearly classified as a novel, as 1s declared on the book's 

front cover The first person narrative, however, detours through the legends told by the 

mam character's parents, makmg the art of storytelling the focus of the novel The two 

works hmge on the relationship between history and legend, with language differences 
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providing the vehicle between the two realms Neither book uses its stones to reconcile 

tensions, but to break open the boundanes of form to reconstruct an alternative space for 

a silent history 

Oral traditions are the root of community history, according to h1stonan Carole 

Carpenter Folklore, she wntes, 1s the expenence of cultural artifacts that people can 

come to identify with through oral/aural means, observation, or 1m1tatlon ( 150) 

However, she laments the reduction of folklore from "an important means of cultural 

articulation in the face of maJonty supenonty and/or mainstream dominat10n" to what 

she perceives as merely "rhetonc" {l 49) Canadians, she finds, "have an unreahstic or 

unrealized understanding of themselves and others as cultural beings" as a result of 

viewing folklore as a token of the multicultural ideal, instead of a functional aspect of 

society (149) Translating folklore into a wntten form contains the nsk Carpenter 

descnbes, particularly when the essence of the onginal oral history is also translated into 

a different language 

Language, in both Frog Moon and Mothertalk, contnbutes directly to each 

commumty's history, as new generations bmld on the stones of the past The subJect 

moving between language commumtles is continually translating from one set of 

expectations to another The problem facmg a b1hngual wntmg narrative prose 1s that no 

one language fully contains expenence at any given time Representing a bilingual 

history, even in an 1magmat1ve context, remams a complex endeavour, a problem Bhabha 

confronts 

The enunciation of cultural difference problemattzes 
the bmary division of past and present, tradition and modernity, 
at the level of cultural representation and its authon tatlve 



address It 1s the problem of how, m s1g111fymg the present, 
somethmg comes to be repeated, relocated, and translated m 
the name of trad1tion, m the gmse of a pastness that 1s not 
necessanly a faithful sign of h1stoncal memory but a strategy 
ofrepresentmg authonty m terms of the artifice of the archaic 
(Location 35) 
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Without a cnhcal exammat1on of one's own commumty w1thm its cultural context, a 

wnter's preservat10n of oral rustory could become merely nostalgia As wntmg m 

English cleaves a b1lmgual's voice from part of their history, the challenge, then, hes m 

reflectmg the actual amb1gu1ty - rather than a perceived authonty - of their story 

As I noted m the first chapter, Klyooka felt that the N1se1 (the second generation 

Japanese Canadians) became the p1oneenng voice for his community The lack of wntmg 

by the Isse1, the first generation, 1s mamly due to the language barn er and extreme 

hardship K1yooka records m Mothertalk Mrs Klyooka, or Mary, as she becomes known 

m Canada, has spoken almost exclusively m Japanese throughout her hfe, lamentmg 

"My kids will never know all that befell their mom because she never learned to speak 

English well and they d1dn 't learn enough N1hongo" ( 14-15) By mcludmg this 

testimony, Klyooka suggests that his recordmg of her stones could never fill the silence 

of his mother's generation 

Tostevm's mam character 1s a wnter who also records her parents' stones, 

translatmg them mto another language She examines the shift m the social pos1hon of 

mmonty Francophones, revealing differences between Quebecois culture and that of 

Northern Ontano In particular, she acknowledges the impact of English on a family over 

three generations Tostevm's fictional family travels across and away from the Ontano­

Quebec border, a !me that d1v1des language communities However, the protagomst's 



parents m Frog Moon represent resistance to assim1lat10n while the mam character 

struggles with the gmlt of hvmg away from her mother tongue 
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English represents oppression to both the French Canadian and Japanese 

Canadian families the authors depict, as the older generation continually pomts out The 

narrator's mother m Frog Moon calls the English the "mam prong m a French Canadian's 

three-pronged fork," the other prongs bemg the pnest and the devil (47) That the English 

were the "mam prong" is not msigmficant, cons1denng the extent to which the Catholic 

church affected the hves of French Canadians, especially m Tostevm's portrayal For 

example, the storefronts of French-owned shops, as the mother pomts out, bear English 

signs, "because that's where the busmess was, with the Enghsh, and you didn' t want to 

offend them by flauntmg your French" (50-51) Chtldren who tum away from the1r 

lingmst1c roots exacerbate that sense of mdign1ty Lomse, the narrator's daughter, shows 

off her ''Toronto French School" French, cla1mmg not to understand her grandparents' 

rural accent David, the son, stubbornly aligns himself with the "English only ranks," 

much to his grandfather's frustration (141) 

Lmgu1st1c tens10ns divide famtly members m K1yooka's book as well, as Mrs 

Ktyooka's chtldren grow ashamed of the "patchwork qmlt kmd of English" she spoke m 

the family 's 1mrmgrant neighbourhood (I 35) She relates several attempts to mterest her 

children m their hentage but even the two who grew up m Japan want to put those years 

behmd them (63) She 1s caught between a ''very strong" des1re to throw off the family's 

1mm1grant status (15 1) and the frustration ofw1tnessmg her children's assimilation 

The public school system taught them English history 
and didn't teach them anythmg about the1r parents' culture 
Even m the twenties Papa and I could see that 1t was gomg to 
be hard but 1t didn't occur to us that we would have to forego 



bemg Japanese When I pass away there won' t be a soul left to 
tell how the heart-of-Tosa sang m our home behmd an English 
fac;:ade (172) 
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The older generation clearly identifies how digloss1a silences their commumttes and both 

Tostevm and Klyooka acknowledge this sense of loss 

To convey their unwntten histones, Mothertalk and Frog Moon rely on family 

lore Tostevm splices Laure's mother's childhood with the Legend of Rose Latulippe, a 

caut10nary tale of a motherless teenaged girl pumshed for defymg the church Agamst an 

elaborate story where the Devil and Monsieur le Cure fight over Rose's soul, she exposes 

the cultural oppression that the mother blames for her own hardships "I should have been 

m school but hke most French Canadians I'd not gone back after the elementary grades 

There were no French high schools m Timmms or Cochrane, no French high schools m 

Ontano until 1969" (52) Laure's mother recounts the legend to both represent, and 

distance herself from, her pos1t10n between the English and the Catholic church 

Laure's father, at her urgmg, talks about work m the lumber camps, spmnmg 

fantastic stones of ghosts and werewolves, but he also alludes to the poverty and hardship 

that remam unspeakable The character's name, Achilles, places him m mythical 

temtory, while history eludes him Havmg endured hard physical labour from the age of 

nme, he cultivates his storytellmg skills m part because of an mab1hty to wnte Despite 

this limitation, he 1s not without history, but is a product of his oral culture As Tostevm 

wntes "details had to be committed to memory because they didn't exist anywhere else" 

(I 62) The tale of La Comveau, a ghost who rode on the backs of men, illustrates the 

burden of hard work and the nomadic lifestyle the camp workers endured Achilles 

contrasts the men who looked as though they had the ghost, and her iron cage, 
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"perpetually strapped to their backs" with the romantic figures of English explorers, such 

as James McGill and Noah Tnnmms, depicted m history books 

Mrs Ktyooka also tells ghost stones, expanding the context of her personal 

narrative By mtroducing elements of the fantastic into anecdotal recollection, K1yooka 

destab1hzes the reader Is this the hfe story of Mary K1yosh1 Ktyooka, or 1s 1t a collection 

of the stones she told in her lifetime? For example, she establishes her ab1hty to see 

ghosts, in the form of a "wreath of fire," m a matter-of-fact tone ( 16) The wreaths appear 

in the North, she declares, because of an attack against Lord Yamanouch1, of the clan her 

samurai father served, which took place in the Northern mountams She combmes the 

archaic phrases "legend tells" with the declarative "that 1s why," placmg herself between 

the realms of fantasy and history The "hungry ghosts" she descnbes reappear when her 

daughter, Manko, tnes to pass as an orphan m Japan, leavmg Mrs K1yooka in their 

company In another anecdote she ms1sts she spotted a floating Noh mask m her son's 

house and recalls him chiding her "your ghost tales belong to another time and place" 

(17 l) In addition to theu pos1tton in Mrs K1yooka's narrative, the ghosts denote the 

disappearance of the old ways of hfe, the contmual loss of temtory (Japan, and later 

Canada), the separation of her family, and ass1milatJ.on of her children Though her 

children tell her to move on, the ghosts remam m the corner of her eye 

Growmg up a samurai 's daughter in the Me1J1 penod, Mrs Ktyooka has many 

stones mvolvmg brave swordsmen and restless spmts Her throwaway yarns are part 

"wives' tale," part anecdote, connectmg folklore from her native Japan to her own life's 

narrative For example, Mrs Klyooka tells the story of a one-eyed Japanese Chnstian 

beaten to death by her family At first, the story sounds hke village gossip, but Mrs 
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K1yooka goes on to say that the spmt of the Wronged One always comes back as an 

Orubaba, an old devil-woman In tlus story, the old woman casts a spell on her son and 

daughter-m-law, and they each die a hornble death Mrs Klyooka later recalls placmg 

flowers on the woman's grave, blurnng the Imes between fantasy and fact (33) Wlule 

this story illustrates the histoncal closed-mmdedness, the "feudal cocoon" Mrs Klyooka 

calls Japanese society, mscnbmg an element of fantasy isolates the mc1dent from her own 

fond hometown memones ( 42) The poverty that Romn expenenced after the restoration 

contrasts with the mdigmty of suffenng at the hands of one's own comrnumty In fact, the 

story also foreshadows the fate of the Isse1 m Canada Canadian citizens were "stnpped 

of everythmg" and registered as "Enemy Aliens" by their own country because of thelf 

difference ( 137) The story 1s one of several that express hum1hat10n, suffenng and anger 

ma way that Mrs Klyooka's own first person narrative does not Summmg up her 

feelmgs about the War, she simply states "Boy it' s been a bitter pill to swallow" (137) 

Wntmg on the h1stoncal construction of identity, Joan W Scott uses fantasy as a 

synonym of 1magmahon, and calls 1t "the means by which real relations of identity 

between past and present are discovered and/or forged" (287) Wnters mtent10nally direct 

the 1magmation to achieve a coherent product "Fantasy," she wntes, "1s at play m the 

art1culat1on of both md1v1dual and collective identity, 1t extracts coherence from 

confusion, reduces multiphc1ty to smgulanty [ ] ,t 1s precisely narrative that evokes, 

erases and thereby resolves social antagomsrn" (289-90) 

Scott merges the term fantasy with "echo" to account for a deliberate strategy m 

creatmg an 1llus10n of h1stoncal contmmty 17 As delayed returns of sound, echoes 

produce only a fragment of an ongmal phrase These partial phrases alter the onginal 
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sense they once contamed (291) Echo, for Scott, suggests the "temporal mexactness of 

fantasy's condensations," which mm1m1zes differences through the repetition of 

mformatlon (292) The idea of identity as a continuous, coherent, h1stoncal phenomenon 

1s a fantasy that erases d1vis10ns and differences that separate subjects m time (292) Echo 

reminds us that identity "is a complex and diffracted relation to others" (292) Fantasy 

echo replays and redirects m time and over generations "the process that forms 

md1viduals as social and pohtical actors" (292) Scott uses the concept of "fantasy echo" 

to discuss what she perceives to be the necessary but illusory idea of a continuous 

women's history I am borrowmg her term, fantasy echo, to illustrate how storytellmg 

functions m Tostevin and Kiyooka's work, mterweaving legends with cultural history, 

exposing the cracks in narrative prose, and demonstrating how a voice becomes 

diffracted m relation to its two cultures 

Paradoxically, English is the language used to relate these stones of cultural 

difference Tostevm and Kiyooka each engage ma method of "translation" that 

highlights the hyphen, them-betweenness that characten zes each vmce Language and 

memory mtertwme m Frog Moon as its mam character uses her second language to 

fictionalize her past Laure 1s insptred by her English teacher, Madame Wickersham, who 

advises her pupil to put her stones, dianes, and dictionary defimtions into a book, which 

1s, in fact, what Frog Moon becomes ( 192-3) The t1tle chapter begins "[ m ]y first 

memory 1s of my mother tellmg stones" (39) On the following page, the narrator echoes 

"[m]y first memory 1s of my father telling stones" (40) Contrad1ctmg herself in this way, 

Laure shifts our focus from the parents' stones to the cultural makeup of the present 

v01ce Laure, who later becomes known as Laura,18 explains "Much of what I know of 



71 

the hves of my parents has been passed on m the form of stones revised over the years, 

tall tales that grow taller as they spm themselves mto the spme of my history, each tale an 

acoustic m1rror19 reflectmg the different facets of my background, my geography" (FM 

151) 

In her novel, Tostevm includes both a d1scla1mer and a tnbute, eschewmg 

suggestions that she 1s the subJect of her own book "Frog Moon 1s a novel whose 

characters are fictional, however, I would hke to extend my gratitude to all pioneer 

voices that form the basis of its histoncal, legendary, and mythological chronology, 

especially my parents, Laurette and Achilles Lemue" (218) Tostevin 's mam character 

remarks "There are some stones so factually accurate the names of the main characters 

have to be changed to protect the innocent, while there are others whose facts are so 

melevant only real names should be used" (39) This comment 1s meant to remmd the 

reader that any "autob1ograph1cal" references that can be gleaned from previous books, 

essays, or public facts are, as she repeats on at least four different occas10ns, mterpreted, 

or misinterpreted designedI/ 0 

pervert from F pervers per through or by means of 
vers a line of wntmg, or L vertere to tum, n one 
who has turned to error, especially m rehg1on, 
opposed to convert, v t to tum another way, to 
tum from truth, to divert from a nght use, to lead 
astray, to m1smterpret designedly (75) 

While Laure's v01ce comes to us m English, the stones that she "translates" from 

her parents' oral histones are spoken to her m French She recognizes the task as she re­

wntes her father's stones "[n]ot only do I translate his tellmg mto wntmg, his history 

mto fiction, but his language mto another language From my father's pomt of view his 

version 1s more accurate m its relation to the past, while from my pomt of view my 
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version 1s an advance on the future" ( 161) She acknowledges that the telling itself adds a 

layer to the story and struggles to exceed the recordmg of her community's hentage 

For example, Frog Moon alternates between the first and third person, suggestmg 

the narrator 1s composing her own story alongside that of her parents The two sections 

entitled "The chorus" illustrate the mam character's m1grat1on between languages 

Though 1t 1s clear that the "young gul" m the first section 1s Laure, the absence of her 

name comc1des with her silences In her opemng scene, Tostevm descnbes the young 

glfl's expenence smgmg m the cholf As she smgs off-key, she 1s asked to simply mouth 

the words "[ ] while she smgs 'Mon beau sapm,' her silence fills the aud1tonum with a 

forest of northern pmes, fresh snow, and the aroma of her mother's tourtzeres" (16) In 

contrast, the book's final section, "The chorus (11)" 1s wntten m the first person After 

spendmg six weeks m Pans seekmg msp1rat1on for her wntmg, Laure returns to Northern 

Ontano, notmg "Pans has only confirmed that I don't belong there either" (214) 

Iromcally, 1t ism Pans that Laure claims Enghsh as her creative language, free from the 

confines of the convent Followmg that realization, and once returned to her childhood 

geography, Laure reclaims her v01ce, wntmg the stones about the young girl's past that 

are mterspersed throughout Tostevm's novel 

Laure comes to this realization after much soul-searchmg The political 

dichotomy of French and English m Canada pressures Frog Moon's characters to choose 

an allegiance, even when one 1s able to commurucate m both languages As we have seen 

through the parents' stones, English is always a factor m Franco-Ontanan history Laure 

seeks an escape from this pressure through the matenahty of words, the properties of 

language that he beyond identity politics The Latin she finds m Gray's Anatomy 
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fascmates the young gtrl She finds words m "The Female Organs of Generation" s1m1lar 

to the language she speaks m prayer ( 131) At Chnstmas she misses "that magic stroke of 

a universal clock when an entire congregat10n gathered under one roof and chanted m a 

language no one understood, though 1t was a common language A story located 

somewhere beyond speech" (70) 

The English language also represents for Laure an escape from the social 

constramts that rehg1on placed on French Canadians, m her case the language of the 

convent She wants to wnte letters home m English to escape the probmg eyes of the 

nuns (177) Because the nuns read Enghsh badly, Laure 1s asked to scrutm1ze the English 

books for any mappropnate matenal, and 1s thus allowed to read uncensored books that 

she has no access to m French ( 173) She 1s also encouraged to wnte English stones to 

" mvent" her "truth" by the only teacher not subJect to the rules of rehg1on- Madame 

Wickersham ( 172) Laure's shift between language communities, from French Northern 

Ontano to English Toronto, as well as the sluft m the language of her family life, 1s often 

pamful, but 1t also affords her a choice 

K1yooka, on the other hand, had no choice but to wnte m English, he did not 

consider his Japanese adequate to transcnbe his mother's stones He wrote m the first 

person, through his mother's pomt of view, but her stones are mediated through a senes 

of translat10ns, rn part due to the language barner between mother and son Mothertalk's 

subtitle, "The Life Stones o/Mary Kiyosh1 Ktyooka," suggests 1t would be hmitmg to 

read this book as factual history or biography The 1tahc1zation of "of' m the subtitle 

subtly pomts out the flu1d1ty of the voice m the text Although Mothertalk 1s wntten m 



the first person, the reader wonders how much of the book 1s told by Mrs Klyooka, and 

how much 1s told a/her through her son's words 
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K1yooka's wntmg process 1s s1m1lar to the one Tostevm's narrator explains 

Although K1yooka could understand and speak Japanese, he engaged a more fluent 

fnend, Matsuki Masutarn, to transcnbe the stones and then translate them mto Enghsh 21 

Farmhar with the tales, and how his mother would tell them, Klyooka then re-translated 

Masutam's Enghsh usmg a new rhythm and dtctton Accordmg to Daphne Marlatt, who 

edited the final book "Roy took Matsuki 's pages and freely rewrote them, fashioning a 

v01ce m Enghsh that would reflect his mother's Tosa-ben"22 (3-4) As a result, 

Mothertalk 1s a record not only of Mrs Klyooka's history, but of the cultural history of 

Roy Kiyooka Marlatt includes his poetry to h1ghhght the mter-subJecttv1ty between 

mother and son 

this roundabout 
saunter 
through Gotenyama backstreets 
re sound-
mg ms1de the shell 
of a child's 
syntax 

(as 'echo ' 
of a distant echo 

my mother 
taught me on the Sunday morning 
back porch 
of a long ago East Calgary 
circa 1930s (MT, 57) 

In addition to the sigmficant histoncal value of the book, Klyooka preserves his mother's 

stones as he heard them and interfered with therr final form to achieve that end 
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For example, Marlatt found that Klyooka's version of the mterviews dtd not 

follow the chronology of the conversations, and that the stones floated back and forth m 

time and place He had ehmmated some b1ographtcal matenal and lmked stones 

thematically Marlatt remarks 

When I read over the pages oftranscnpt and compared them 
to Roy's last draft, I found he had considerably expanded 
many stones, addmg vivid detail and sometimes wry social 
or political commentary that matched his mother's occasional 
comments m this vem It's impossible to know whether the 
detail comes from his own poetic elaboration, sparked by visits 
he made to Kochi-ken over the years, or whether 1t comes from 
other, earlier versions he heard his mother tell (MT 5) 

Marlatt became the book' s editor after Klyooka's death m January 1994 She ms1sts that 

she did not change the manuscnpt, but often went back to the ongmal transcnpts for 

clanfication, notmg " they were qmte different from Roy's final draft" (Hodder 14) She 

returned the stones to the more chronological order m which they had been transcnbed, 

but she also mcluded some of Klyooka's other wntmg Marlatt's account of her 

mvolvement m the text shows that Kiyooka was rearranging his mother's words, much as 

Tostevm was fictionahzmg her family's pioneer voices While Masutani translated the 

telling mto wntmg and from one language mto another, Kiyooka created his own version 

of the text, focussmg on the transmutation of language and the voice of the subject 

As subjects, Laure's parents and Mrs Klyooka break with convention while 

upholdmg the values of their communities Translatmg family lore mto a broader 

Canadian history, these voices retell a collective story that differs from the mamstream, 

English Canadian expenence Fmdmg themselves movmg between cultures, both 

geographically and generat10nally, the voices echo stones from the past mto the present 
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The tellmg of their stones, through Tostevm and Klyooka's words, records the context of 

their h1stones and highlights their survival m adaptmg bemeen cultural spaces 

The meandenng detours the reader takes m these two narratives prevent us from 

m1mm1zmg the value of d1ffenng expenences, or falling prey to "fantasy's 

condensations" (Scott 292) The echo released m their hngu1stlc and genenc negohat10ns 

both repeats and distorts pnvate expenence, thus bnngmg us closer to the complexity of 

their communities The repetition and refraction of subJectivity over time mcludes the 

wnters' part1c1pat1on Both Tostevm and K1yooka refer to the complexity of a wnter's 

role m preservmg folklore As an aspmng wnter, Laure reflects on this question 

Perhaps this 1s the wnter's function, or the daughter's role The 
demal of a family history as simple reconstruction, each translation 
a facet m the endless poss1b1lit1es of a story or a hfe, each 
mterpretatton one of the many directions a member of a family might 
take The wnter as alchemist, practlsmg the arcane art of transmutmg 
elements ofreality mto the shmmg, endunng element of fiction 
The daughter prachsmg the arcane art of transfiguration ( 161) 

Cultural translation becomes an "alchemical" enterpnse, mvolvmg both lmgu1shc and 

genenc transgress10ns to destabilize the authonty mvested m a first person narrative This 

approach exposes the expenences of Frog Moon 's characters m "frontier" conditions, 

mcludmg those of the narrator The wnter m the novel has become a prospector, 

searchmg through family lore to construct a fantasy echo that both preserves and 

transforms elements of her commumty m order to negotiate a place w1thm 1t 

Klyooka also refers to the creative process as alchemy " we all know that even 

a s1mple-mmded 'image' let alone-the hiss of a mere syllable has more alchemical 

layers than you can shake a wand at" ("PW" 79) His manuscnpt went through several 

mcamations, from Japanese oral history to wntten translation, and from wntten Japanese 
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to Kiyooka's mghsh, as he and his farrnly engmeered what Egan and Helms call the 

"senal collaboration" that produced Mothertalk (63) Both the genenc meandenngs from 

family history to legend and the lmgmstlc mflection of an old-fashioned, rural Japanese 

create a fantasy echo, m Scott's terms Ktyooka's reference to the transformatlve powers 

of wntmg underscores his role m the makmg of the text Each phase m the text's creation, 

rather than replacmg the prev10us version, elucidates the relat10nsh1p between 

generations 

The artistic process, however, 1s only part of the alchemical operation m both 

texts, yet another way to descnbe the hyphen m thetr wntmg Each translation becomes, 

m Tostevm's words, "a facet m the endless poss1b1ltties of a story or a life" ( 161) But re­

tellmg m English also leaves a mark on the wnter In what Kachru calls "the alchemy of 

English," the language "contmues to provide unprecedented power for mob1hty and 

advancement to those nattve and non-native users who possess 1t as a lmgmstic tool" 

(Alchemy 14) It 1s this power that gives v01ce to stones that would otherwise remam 

silent 

There are examples m both works that md1cate the wnters are aware of the 

alchemy of English Here I am extendmg Kachru's term from the non-native use of 

English m former colonies to the Canadian context, where English 1s the mother tongue 

of the maJonty The subJects m both books see themselves transformed 

Mrs Ktyooka reviews the hves, loves and losses of her neighbours and children 

near the end of her narrative She seems to be mchmg toward closure with talk of old age 

and death She goes on to recount a famous Japanese legend m which the citizens of an 

1mpovenshed northern town took to transporting therr elderly to the mountamtop to die, 
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lessening the burden for thetr fam1hes "What a s1ght1 The whole ledge was heaped with 

skeletons [ ] Here the famished son laid his mother down among the wmd-wracked 

bones Bowmg, he mumbled a mute prayer on her behalf and without a backward glance, 

began the steep descent" (I 55) Klyooka follows this story with his mother's account of 

trymg to get a monument erected m the memory of her father "The story of the stone," 

she explains, "began soon after Father passed away and Roy was born" (161) The stone 

presents a generational lmk, and re-occurs m much of K1yooka's wntmg Another 

example can be found m StoneDGloves "after that death 'breath'/breaks into s+l-e-n-c­

e- /(al-/mosthts own/monument/all/most//stone" (PW 85) The words death, breath, 

silence, and stone reappear m many of his poems The attention to his grandfather's stone 

m his narrative suggests that his wntmg 1s his monument to the family's silent history 

The stone brought Mrs Klyooka to Japan, as she attempted to find a proper site to 

lay her father's memory to rest This task also allowed her to bnng her children to v1s1t 

Japan "After we're gone," she says, "there'll only be father's stone to tell others who we 

Oes were" (161) Of course, the Oes, Mrs K1yooka's family, will hve on through her 

son's text Instead of abandonmg the past, the son transforms himself mto the storyteller 

through the English translations of his mother's history He becomes both the conJuror 

and the product of alchemy "For an Issei woman," his mother affirms, "her kids alone 

speak the prod1gahty of hfe" ( 172) 

The notion of transformations 1s also central to Laure's wntmg m Frog Moon 

Laure goes to Pans to wnte but she chastises herself for not spendmg enough time on 

"what should be wntten," declanng after several attempts, " I have become maccess1ble to 

myself' (197) Throughout the day, she sees her reflection, but 1t 1s always somehow 
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distorted or confined She 1s drawn to the mmor-hke quahty of her fnend's art 

installation, for example "Beside the static images of the past, the stainless panels offer 

blurred reflections of the present" ( 198) Later that mght she has a disturbing encounter 

with a confrontational taxi dnver that makes her feel trapped "I am confined to the space 

of a mmor framing his dark eyes and bushy eyebrows that slant and meet on the bndge 

of his misshapen nose" (203) Remarking on the dnver' s unwanted attention she wntes, 

"the mmor will not give up" (205-206) Fmally home, she mspects herself for signs of 

the dnver's forced kiss "The mmor tells nothing" (209) Laure earher attends a 

performance of Polanski's version of Kafka's Metamorphosis, remarking the slow 

evolution of the character's representation "The other realm through which we 1magme 

ourselves" (200) 

Tostevin begms her chapter with "JI pleut "then switches to Enghsh to descnbe 

the events of the day, a story Laure later wntes, calling 1t "Le ba1ser de Juan-Les-Pins" 

The kiss has the unexpected effect of inspmng Laure, who, while looking through a gmde 

to the Picasso Museum, comes across an image of two figures entwined in a violent, yet 

passionate embrace The guide provides the accompanymg commentary "Art 1s never 

chaste" Tostevm descnbes 1t as "an explosion of gansh colours, two intertwinmg bodies 

kiss, their hmbs and organs so topsy-turvy it's 1mposs1ble to tell which ones belong to the 

man and which to the woman" (209) The distorted mmor image that had recurred 

throughout the day 1s transformed in this pamtmg Colour replaces polanty with 

discovery, recalhng Tostevm 's Color of Her Speech At this moment, Laure reconciles 

the languages of her two selves She begms to see Engh sh not as something she yields to, 

but rather something she can embrace "I pick up my pen and on the first page of the 
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French scnbbler I bought more than a month ago, I begm to wnte Le baiser de Juan-Les­

Pms It was rammg 

The Juxtaposition of legend and personal anecdote m both books calls attention to 

the fact that there 1s not a cohesive history for either of the texts' subjects Instead, history 

1s plucked from silence by repeating 1t ma different form The parents' v01ces m both 

texts 1romcally speak m the language of their oppressors, as a result of d1glossia, their 

children, the fictional Laure and K1yooka, the wnter, use English as their pnmary wntten 

language Both Tostevm and Klyooka refer to the manipulation of language and story as 

the means to an end They transform past mto present, one language mto another, and 

oral history mto wntten text Their representations of community history undermine the 

authonty of narrative prose Each presents a fantasy to fill a gap m subJect1v1ty The 

hybnd1ty of the books themselves 1s the echo of cultural 1dent1ty, diffracted m its 

relationship to the past and forged mto the future 
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Conclus1on 

By exammmg wnters across lmgmstlc and ethnic groups, my intention was not to 

deny differences between mmonty commurutles, but to suggest that there 1s such a thmg 

as a bilmgual sens1b1hty, one aspect of a mmonty commumty that transcends these 

differences As a b!lmgual, I was mterested m Kachru's suggestion for such an 

understanding, I wanted to explore how the context of culture (b1lmguahsm w1thm 

d1glossia) can manifest itself m language and style My first 1mpress10n of these two 

wnters was of their restlessness withm the confines of their books Like many 

expenmental wnters, they created new tools to work with, responded to other wnters and 

expenmented with form What separates them 1s their attention to the immediacy of 

language, the recumng theme ofbemg caught m between the languages of their fam1hes' 

past and present and the formal mamfestahon of this between-ness 

What Deleuze and Guattan call the " literary machme," a text beholden to the 

assumptions of cultural norms, genenc prescnphons and syntactic expectations, creates 

boundanes that pose a challenge to the hybnd nature of a b!lmgual sens1b1hty In 

choosmg one word, a b1lmgual 1s always leavmg another behmd Further, Enghsh plays 

both an oppressive and an enabhng role 1t masks lmguishc duahty, but allows a subJect 

to speak across cultures The concept of the hyphen, its reciprocal quahty, creates new 

possibilities for explonng bilmgual wntmg As a hybnd, the b1lmgual Canadian wnter 

responds to the power imbalances of languages, the d1gloss1a that confines the mother 

tongue to the s1delmes Bmldmg a bndge of the hyphen between languages could level 

the playmg field, lessen the gap between what one "can say" and "can mean" (Kachru, 

Alchemy 164) 
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The hyphen's role in Tostevin and Klyooka's work moves beyond Joming and 

d1vidmg languages to engaging the reader in that expenence As Bhabha suggests, the 

hybnd state that results from the interplay between languages (in this case, within a 

Canadian context), absorbs the dominant language and transmutes its rules to displace 

authonty Aside from d1rect commentary on language d1v1s1ons, I traced several of these 

transmutations at the hngu1stic level, including codesw1tchmg, speech rhythms or 

cadences infusing the adopted language, and breaks in syntax All of these strategies 

discourage the reader from relymg on fam1har notions associated with words, leaving 

each hne open to possib1httes 

As hybnd wnters, Tostevin and Klyooka also destab1hze the unifying ideology of 

genre Their long poems highlight the tensions between genres (narrative, lync, epic), 

functioning as colour does in painting to shatter umty K1yooka introduces collage, and 

Tostevm the personal essay, mto book-length poems, placmg traditional forms into new 

contexts The1r first person narratives speak from, then re-wnte, their ongrns creating 

hybnd subJects between history and the fabncation of story, weaving a "fantasy echo " 

These genenc transgressions become a tool to articulate a b1lmgual subJecttv1ty m the 

face of "the Behomoth of Speech the absolute truth" (K1yooka, Fontainebleau 11 7) 

Sh1ftmg the language of genre puts the wnter back in some degree of control over what 

can be said, challenging the ex1stmg balance of power that d1gloss1a exerts on cultural 

expression 

I onginally came to these wnters and these works mtuittvely, I sensed the struggle 

of articulation as much m Klyooka's work as rn Tostevm 's, though I discovered his 

degree ofbtlmguahsm much later When one says ' 'b1linguahsm" m Canada, the 



assumpt10n 1s too often an official French/English vanety that has more to do with 

legislation than culture Language 1s a wnter's most important tool, and Just over forty 

per cent of Canadians have a mother tongue other than Engh sh 23 I don't beheve the 

challenge that English presents the bilingual wnter can ever be fully overcome My 

interest in Tostevin's and Ktyooka's hngu1st1c and genenc expenmentation 1s certainly 

only one small example of how Canadian wnters handle and convey that challenge 
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Notes 

1 See Re-belle et lnfide/e la traduclton comme prattque de reecriture au femmme/The Body B,hngual Translation as 
a Rewritmg 111 the Femmme (Montreal and Toronto Les ed111ons du remue-menage/Women's Press, 1991) 

2 Although French 1mmers10n programmes effectively help children become bilingual, the controlled use of French in 
an Anglophone environment does not create cultural bdingualism 

3 Although there are pockets of Francophones in many provinces (for example, Manitoba) New Brunswick 1s the only 
province that 1s officially bilingual 

4 Canadran Mu/1tculturahsm Act sec 3 ( I) 1 and J c 31 21 July 1988 

5 The second language 

6 In contrast, use-onented d1gloss1a occurs within a language where both high and low vanelles are used by the whole 
community and acquired in the same manner regardless of charactenst1cs (class, religion) of users 

7 For example, Deborah Kong's article' Spanglish speakers 'live on the hyphen ' The Globe and Mail [Toronto] 6 
Nov 2002 A I OB 

8 In her study of codesw1tching m the Ottawa-Hull region, Shana Poplak 1dent1fies a distinct difference between 
Franco-Ontanan and Quebecois speakers Her research in Ottawa, Ontano and Hull, Quebec concluded that Ottawa 
residents engaged in codesw1tchmg three to four times as much as Hull, Quebec residents and further, used English 
incorporations for different reasons, often in French syntactical constructions In add1t1on to sw1tch111g more frequently, 
the Franco-Ontanans used English to provide the most apt expression, while the Quebecois switched mamly to make 
metallngu1st1c references In add11ton, both communities, when compared to b1hngual speakers in Puerto Rico, drew far 
more attention to their codesw1tching "by repet111on, highlighting explicit metahngmsllc commentary and use[ d] the 
contrast between codes to underlie the rhetoncal appropnateness of their speech" (230) Poplak also 1dent1fies a 
lingu1st1c msecunty 'regarding Pans1an French and Quebecois In other words, Franco-Ontarians are subJect to three 

levels of d1gloss1a-a sense of infenority to the English language, Pans1an French and Quebecois French 

9 See ' Pour une lecture critique des texts de femmes" in la nouvelle barre du ;our, No 66, Mai 1978, 76-79 

10 Sheila Rab1llard extends a s11rnlar argument in her essay "Absorpuon, Eliminallon, and the Hybrid Some Impure 
Questions of Gender and Culture in the Trickster Drama of Tomson Highway" 111 Etudes Theiitrales/Essays 111 Theatre, 
Vol 12, No 1,Novemberl993,3-27 

11 Also published m Pacific Wmdows Collected Poems of Roy K K1yooka ed Roy M1k1, 1997, 255 As the West Coast 
lme vers10n 1s included as an unpaginated insert, I will quote page numbers from Pacific Wmdows 

12 Japanese wntten phone11cally m roman letters 

13 The poem was origmally sung as an introduction to a film produced by K1yooka's daughter, Fumiko, and Scott 
Haynes about the atormc bomb and its aftem1ath 

14 The tenn 1s self-explanatory in Japanese, "uta" mean mg song or poem and "mkk1" to wnte down m a Journal 

15 K1yooka v1s1ted relatives in Japan as a child, as noted m both Fisher (IOI) and K1yooka 1997a ( 124) 

16 Kroller quotes from The Journal of Eugene Delacroix Trans Walter Pach (New York Crown, 1948) 

17 The term ' fantasy echo", she explains, was denved from a student's misunderstanding of "fin de s1ecle" (284) 

18 In the texts, both Laure and K1yooka K1yosh1 are given Anghc1zed nan1es, Laura and Mary respectively, as a result 
of their geographical and cultural m1gra11on 

19 See KaJa Silverman, The Acoustic Mirror The Female Voice 111 Psychoanalysis and Cmema (Bloommgton Indiana 
University Press, 1988) Silverman uses the French "enceinte" with its double meaning of' pregnant" and "enclosure" 
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to represent 'one of the governing fantasies of fem1111sm, a powerful image both of women's unity and of the1r at times 
necessary separatism" ( 125) 

20 
Lola Tostevin, Double Standards (Edmonton Longspoon Press, 1985) n p, Tostevin, ' Sounding the Difference" 

interview with Jamee W1lhamson The Canadian Fornm Vol LXVI No 765, 34, Tostevin, Frog Moon, 75 and 178 

21 
There 1s some discrepancy as to the translation process Susanna Egan and Gabnele Helms' genealogy of the text 

states that Masutam mterv1ewed Ylrs K1yooka, taping and transcnbing her stones, which K1yooka re translated to 
capture his mother's dialect See"The Many Tongues of Mothertalk The Life Stones a/Mary K1yosh1 K,yooka" 
Canadian Literature 163, Winter 1999, 4 7 However, at a reading of early drafts of Mothertalk, K1yooka refers to 
recording his mother's conversation about her hfe, notmg' When my mother and I speak to each other, we have always 
spoken in Japanese" K1yooka states that Masutam later offered to translate the tapes, but the conversations took place 
between mother and son See "Mother Talk" CD recording, Vancouver Art Gallery, 1991 m Collapse No 2 
(December, 1996) There 1s likely truth m both statements, as K1yooka wrote ' Pacific Windows" from that senes of 
conversations, and had heard his mother's stones many times However, both Masutam and Marlatt state that Masutan1 
interviewed Mrs K1yooka 

22 Dialect from the Tosa (now known as Koch1-c1ty), region of Koch1 prefecture 

23 Populallon by Mother Tongue Stat1s11cs Canada 9 October 2002 
<www statcan ca/enghsh/Pgdb/demo 18a htm> 
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