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Abstract: The novel The Diviners (1974) is the last novel of Margaret Laurence’s Manawaka cycle. The 

protagonist Morag Gunn navigates through a profound psychological adventure in the novel. As a novelist, her 

identity has been deeply fractured via orphanhood, magnificence-based shame, gendered constraints, cultural 

displacement, and haunting recollections of her Canadian prairie upbringing. This paper argues that the 

psychological trauma of Morag is not always an everlasting breakdown; however, it plays a vital role in self-

renewal. By leveraging a non-linear structure -manifested in “Snapshots,” “Memorybank Movies,” and 

‘Innerfilms’ -the novel positions reminiscence not only as Morag’s mental division but also as the number one 

vehicle for her identification reconstruction.  It also examines Morag’s motion from alienation in the direction of 

creative and maternal renewal via trauma, memory, Jungian individuation, and feminist self-illustration.  
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Introduction 

Margaret Laurence (1926 – 1987) was born on 18th July 1926 within the Manitoba metropolis of Neepawa, 

Canada, and he or she turned into named Margaret Wemyss.  In 1944, she left Neepawa to take a scholarship at 

Winnipeg’s United College, a United Church Arts and Theology College affiliated with the University of 

Manitoba, where she became an honors English scholar and started out to submit her poems and testimonies in 

Vox, the undergraduate paper.  After her graduation in 1947, as a reporter in the Winnipeg Citizen, she started 

out writing book reviews, a daily radio column, and reports on labor activities.  She married Jack Laurence in 

1948 and became Margaret Laurence.  Her writing career started in Africa, as she had translated Somali oral 

poetry and prose testimonies into English.  She also wrote novels out of her Canadian experience.  Those novels 

are referred to as Manawaka novels, as she sets the novels in a locale called Manawaka.  Her Manawaka novels 

are "The Stone Angel" (1964), "A Jest of God" (1966), "The Fire-Dwellers" (1969), "A Bird in the House" 

(1970, and "The Diviners" (1974).  The Stone Angel revolves around the non-secular pleasure of Hagar Shipley, 

a 90-12 months-old lady alternating between her reminiscences of the beyond and the realities of the present.  A 

Jest of God provides Rachel Cameron as an oppressed lady who has to serve her mother and give up her love 

affair with Nick Kazlick.  Her smooth corner for the scholar James Doherty, friendship with her colleague Calla, 

affiliation with Lenox Cates, and summertime affair together with her schoolmate Nick are tries to free herself 

from the monotony of her life devoted to taking care of her mom.  A Fire-Dwellers is the story of Stacey 

MacAindra, who struggles to pick out herself among the roles of being a housewife and mother.  A Bird inside 

the House is the tale of Vanessa’s boom from her childhood to adolescent author.  

The Diviners, the novel of Laurence’s Manawaka cycle, traces a middle-aged Canadian novelist, Morag Gunn’s 

mental journey, who has a protracted exodus from Manawaka to Ontario thru Winnipeg, Manitoba, Toronto, 

Vancouver and London. With a fractured sense of self, she needs to confront her compounding traumas of 

orphanhood, her troubled marriage, her relationship with Métis creator Jules Tonnerre, and her daughter Pique’s 

look for Métis historical past, cultural displacement, gender constraints, and reminiscences of the Canadian 
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prairie. Instead of the use of a chronological narrative, Laurence intersperses her present-day truth with 

fragments of childhood, adolescence, marriage, motherhood, and creative battle. The title of the novel is the 

central idea of this framework by serving as a metaphor for Morag’s psychological quest. The term “Divining” 

implies a quest for hidden water, truth, or meaning in the novel. Morag operates as a “diviner” in a double sense: 

First, she acts with the aid of excavating the depths of her very own memory, and second through interpreting 

the buried histories of her network. Her psychological survival hinges upon this act of interpretation. Rather 

than suppressing the past, she ought to input it, narrate it, and remodel it into a significant foundation of self-

knowledge. 

Psychological Fragmentation in Morag Gunn 

Margaret Laurence represents Morag Gunn’s psychological trauma through the traumatic recognition, disturbing 

reminiscence, and divided girl roles, whilst her eventual self-renewal relies upon confession, artistic self-

revision, and the recovery of marginalised voices. Beckman-Long argues that Morag’s narrative “dramatizes not 

most effective the excitement of artistic self-definition, however additionally the tension, alienation and 

fragmentation of many woman authors” (91). Morag’s psychic life is marked by early deprivation. Orphaned as 

a toddler, she is raised by means of Christie Logan, the city scavenger, and his spouse, Prin.  Morag Gunn’s 

mental fragmentation is obvious in her uncertain and incomplete reminiscences of her dad and mom. She says, 

“I consider their deaths, but no longer their lives. Yet they’re inner me, flowing unknown in my blood and 

shifting unrecognized in my skull”(Laurence  15 ). However, memory survives in her. It is incomplete and 

difficult to manipulate. Morag’s mother and father seem as faint “shadows” rather than fully recognized figures. 

Her admission that she has “invented” parts of their lives highlights the instability and constructed nature of 

reminiscence: “They continue to be shadows. Two sepia shadows on an antique photograph, shifting in my 

shadows in my head, shadows whose few final phrases and acts I have invented” ( Laurence 15). Her words 

express guilt, loss, and emotional disconnection from the beyond: “Perhaps I best need their forgiveness for 

having forgotten them” (Laurence  15). Although Christie and Prin provide her care, Morag reviews deep shame 

because of their poverty, their social marginality, and Christie’s coarse language. This shame creates an early 

cut-up in her identification: she loves the folks that enhance her, yet she also longs to escape the class 

identification they constitute. This division extends into maturity. Morag pursues social respectability via 

marrying Brooke Skelton, a knowledgeable person of steady social life. However, Brooke’s paternalistic 

manipulation inflicts every shape of mental trauma on Morag. He seeks to mould Morag right into a traditional 

wife and highbrow partner, intentionally erasing the entire fact of her beyond, her class heritage, and her 

independent creativity. Morag’s marriage is for that reason a mental prison: she is fully found in Brooke’s like 

and fully absent from herself. 

Morag’s bond with Jules Tonnerre, who is a Métis man from Manawaka alerts her to an exceptional and 

associated fragmentation of her identity. As an embodiment of both personal appeal and historical criticism, 

Jules compels Morag to reckon with Manawaka’s localized racism and the wider violence inflicted on 

Indigenous groups. Her affection for Jules is deeply intertwined with guilt and desire; she is acutely conscious 

that her social stability has been offered on the fee of a community that marginalizes his people. Morag’s psyche 

is accordingly doubly fragmented, stuck on the intersection of private wounding and collective historic trauma. 

Laurence does now not gift Morag entirely as a victim. Morag additionally participates in her global, at times 

unconsciously adopting her society's prejudices and evasions. This complexity is crucial; psychological 

fragmentation in The Diviners stems not only from outside trauma inflicted upon the self, but additionally from 

what the self fails to acknowledge. 
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Narrative Form as Reflection of Fragmented Consciousness 

Laurence’s number one narrative method is the fragmentation of chronological time. This narrative method is an 

instantaneous extension of Morag’s mental kingdom. The novel rejects a linear timeline. Instead, it weaves 

Morag’s existence together with her beyond through structural devices like “Snapshots,” “Memorybank 

Movies,” and “Innerfilms.”  These devices assemble a mental architecture wherein reminiscence manifests as 

image, scene, repetition, and involuntary going back in preference to orderly recollection. These devices frame 

memory as a layered, unstable, and exceptionally selective manner. The “Snapshots” feature as brief, frozen 

snapshots from the past. Much like photographs, they capture isolated moments without presenting full context 

or complete explanation. The “Memorybank Movies” are particularly huge. They develop those pix into 

extended and remembered scenes. These scenes render adolescence in a vibrant pictorial presentation and 

suggest that the memories are psychologically alive and reveal emotional and imaginative responses of Morag. 

These strategies prove reminiscence is not always a preset one, but a dynamic method where the self constantly 

interprets its personal records. At the same time, the 'Innerfilms' disclose Morag’s recent internal conflicts and 

self-perceptions. Together, those modes make the reader revel in memory as Morag does in her intrusive, 

selective, and emotionally urgent need to find herself. 

This traumatic form has foremost outcomes. First, it displays Morag’s divided mental fragmentation, proving 

that her past is not effectively in the back of her. Instead, it continuously interrupts, shapes, and haunts her 

present. Second, it permits the reader to enjoy identity as something actively constructed, in preference to an 

inherent truth. It allows Morag to revise the meanings of her beyond. By returning to memories from the angle 

of middle age, she is capable of interpreting them anew. The beyond does not in reality determine her; it 

becomes cloth for mirrored image and transformation. Morag lacks a fully shaped self from the begin. She 

actively constructs her identity through acts of recollection, revision, and narration. This sort of trauma is further 

bolstered by using the river imagery. It symbolizes the cyclical nature of reminiscence. By flowing in a couple 

of directions, the river serves as a metaphor for the novel’s fluid temporality, wherein the past, gift, and destiny 

coexist and dynamically shape one another. Morag’s survival relies upon her capability to embrace this temporal 

complexity in preference to easy ruin from history.  

Trauma, Memory, Ethics of Remembrance and Recovery in the Novel 

The psychological trauma of the character Morag can be analyzed through the lens of trauma. Trauma often 

resists honest narration and functions as a profound rupture in reminiscence. Through the deluge of involuntary 

photos, desires and recurring reminiscences, The Diviners illustrates that Morag cannot merely recall her past; 

she is psychologically pressured to relive it. Yet, Laurence distinguishes between the imprisonment of memory 

and the manner of working through it. Morag begin attempts to get away from Manawaka, Christie, Prin, and 

her running-elegance shame. However, going for walks away provides most effective temporary remedy without 

authentic renewal. She achieves psychological freedom only by means of controlling herself. Writing will 

become Morag’s number one vehicle for processing and operating through her trauma. As a novelist, she 

transforms personal reviews right into an established narrative shape. Even writing does not erase pain, it offers 

the place to show the struggle, collection of thoughts, and communication to the self. By giving voice to her 

trauma, Morag’s art empowers her to a great transition from silent struggle to survival. Through the act of self-

narration, she reclaims authorship over a life previously defined via loss and disgrace. In this context, 

reminiscence inside the novel operates on both a moral and a psychological dimension. Morag’s act of 

remembering extends past her individual trauma to encompass the collective wounds of others,  in particular 

Jules and the Métis community. Her self-renewal is incomplete if it remains individualistic. She has to 

apprehend that personal identity is inextricably entangled with social and historical responsibilities. 
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Morag’s reminiscences often feature as wounds that talk. Angela and  SivsShangari write, “Traumatic 

reminiscence in Morag operates as both a wound and  a direction to reclamation” (706) Her formative years 

losses, humiliation, sexual awakening, failed marriage, and anxieties about motherhood go back no longer as 

resolved history however as fragments demanding attention. Contemporary trauma theorists similarly note that 

Laurence makes use of fragmented narration and storytelling as therapeutic gear to work via psychological and 

cultural trauma. However, the novel The Diviners does not frame restoration as a shape of forgetting. Instead, it 

demands live remembrance through the novel. Morag cannot excise Manawaka, Christie, Jules, Brooke or the 

foundational contradictions of her upbringing. Instead, she achieves organisation by reworking them into a 

better narrative. The writing capabilities serve as the primary mechanism for remodelling passive struggling into 

conscious authorship of the novel. This fictional layer dramatizes the creative method itself as a clear technique. 

Morag’s life will become intelligible only when she imposes narrative upon her records. Crucially, this narrative 

assembly of the self is neither linear nor definitive. 

Trauma as Psychological Condition 

The psychological trauma of the protagonist Morag originates as an early loss in the novel. She was orphaned as 

a toddler and was raised by Christie Logan and Princess McMuara in Manawaka – a small city rigidly 

dependent on poverty, prejudice, and social hierarchy.  Morag occupies an ambivalent position because of 

Christie’s popularity as the town scavenger, relying totally on his care at the same time as internalizing the 

town’s sharp social contempt for his occupation. This dynamic produces an early fracture between loyalty and 

disgrace, fracturing her preference for belonging with a desperate want to break out. Morag’s personal 

subjectivity becomes shattered and her marriage goes emotionally distant with Brooke Skelton. The character 

Brooke Skelton highlights the tension between emotional protection and intellectual sovereignty. His 

expectations are negative and accelerate her desire to forge a false identity. She searches for love, ancestry and 

reputation, and these bonds force her to confront the boundaries of external validation in her life. The novel 

offers fragmentation as both a non-public and social state. The protagonist Morag’s internal conflict reflects 

wider Canadian tensions regarding gender, settler colonialism, and Métis identity. Her daughter Pique’s search 

for her Métis heritage mirrors Morag’s in advance look for her roots by suggesting that identity is by no means 

privately possessed but traditionally and communally negotiated. 

Individuation and the Search for Self 

Jung states in Psychology and Religion: West and East that “individuation is an expression of that biological 

process” (345) that demands fulfilment. For Morag, this occurs at mid-existence. Isolated at McConnell’s 

Landing, she is compelled to confront her shadow self and the depths of her subconscious thoughts. Nancy 

Bailey argues that Morag’s improvement corresponds closely to Jung’s full process of individuation, even as she 

also notes that Laurence modifies Jungian ideas through a mainly girl and cultural vision. Morag starts with 

searches for an idealized, unified sense of identification. Seeking a breakout from Manawaka, she pursues a 

heroic ancestry and tries to redefine herself via romantic and marital relationships. Yet, those outside myths 

hasten to deepen her internal department, as they lack the muse of authentic self-knowledge. As critics observe, 

Morag must discard the heroic Scottish ancestry invented with the aid of Christie without rejecting the person 

himself, understanding that she ought to reconcile this fabricated non-public fantasy together with her actual 

Canadian roots. 

Self-Renewal of Morag 

Morag’s self-renewal relies upon a manner of demythologizing herself. Rather than pursuing an elusive pure 

foundation or an excellent identification, Morag ought to form a composite self -one forged from inheritance, 

loss, creativity, and choice. Her very last electricity isn't that she turns into someone uncomplicated, but that she 

turns into someone capable of maintaining complexity. This article explores how Laurence utilizes Morag’s 
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fractured focus to foster a structure of psychological renewal. Morag’s identity is described with the aid of 

essential tensions in a sequence of binaries: beyond and present, Manawaka and the broader international, 

dependence and autonomy, disgrace and pleasure, motherhood and authorship. Yet those divisions are not 

merely adverse.  By forcing Morag to confront her repressed beyond,  these binaries in the long run allow her to 

reconstruct her identity via the interaction of storytelling, memory, and interpersonal connections. Ultimately, 

this look at argues that The Diviners frames self-renewal as a live integration -rather than an erasure of 

psychological trauma. 

Motherhood, Daughterhood, and Generational Renewal 

Pique’s departure initiates the radical’s present motion and turns into a catalyst for Morag’s self-examination. 

Pique, just like the younger Morag, leaves home on the lookout for identification and roots. Rupa Rani states 

that “Morag also encourages her daughter to search for her personal identity and now not pretty, the cause of 

motion taken through Pique is the same changed into accompanied by means of Morag in her adolescents” (18). 

Her adventure forces Morag to understand that she can't manage her daughter’s path, simply as she couldn't 

completely understand her very own till she lived through it. Thus, the novel portrays motherhood not as a 

source of soppy fulfilment, but as a journey defined by vital separation. Morag has to grant independence to 

Pique, while the separation triggers her own deeply ingrained recollections of abandonment and breaks out. In 

this experience, Pique’s quest features as an outside reflection of Morag’s internal psychological evolution. The 

mother-daughter relationship deepens the radical’s exploration of cultural inheritance. Pique’s quest for her 

Métis heritage exposes the ancient truths that Morag has yet to confront absolutely. Consequently, this renewal 

functions as a collective measurement; Morag’s psychological increase requires her to apprehend that her 

personal tale is deeply entangled with the histories of marginalised groups. 

Writing as Self-Renewal of Spirit 

Morag’s identity as an author is relevant to the imaginative and prescient sense of renewal. Nancy Bailey 

observes, “The method of creating writing appears to permit her to stay alive and to maintain sturdy enough and 

impartial sufficient of her false persona in order to reply to Jules when he reappears” (312). The art of writing 

gives her a way to revisit painful memories even as keeping the space essential for mirrored image. The novel’s 

fictional elements strengthen this connection between life and artwork, showing Morag not simply as a character 

who recollects but as an author who actively constructs that meaning from reminiscence. Laurence does not 

depict artwork as a medium for escapism. Morag’s writing emerges from the visceral portrayals of poverty, 

preference, motherhood, loneliness, political focus and grief. Her creative output is valuable precisely because it 

incorporates fragmentation and additionally offers it a form. Writing functions as an ethical and psychological 

practice that listens to the past without permitting historical trauma to silence the existing. 

Self-Renewal without Wholeness 

Laurence’s titular subject of “self-renewal” should now not be conflated with a traditional glad finishing. 

Instead of arriving at a static, unified identity, Morag achieves a more actual reconciliation with her fractured 

past.  Her renewal lies in acknowledging that identification is inherently plural, deeply historical, and 

continuously under revision. Finally, this novel distinguishes the creative vision of Lawrence from traditional 

narratives that conflate adulthood with native closure. Morag recognizes that psychological well-being involves 

navigating inner struggle creatively in place of trying to get rid of. Her isolation is a painful byproduct of social 

exclusion and evolves into a chosen and creatively efficient solitude. Margaret Laurence illustrates how an 

externally imposed exile transforms into a hard-won right along with Morag’s enduring need for human 

connection. Thus, Laurence’s novel elicits a remarkable framework for the study of selfhood. Morag’s triumph 

lies in reclaiming her individuality over her problems without demanding total sovereignty over it is a best 

example of optimism. 



 

Anusandhanvallari 

Vol 2026, No.1 

October 2026 

 ISSN 2229-3388 

 

Available online at https://psvmkendra.com                                   3546 

Conclusion 

Nevertheless, the novel The Diviners repurposed psychological trauma as a story of ethical aid. Morag Gunn’s 

traumatic memory and unresolved past constitute a failure of self-discovery, but also constitute the very 

situations of her capability. Laurence makes use of non-linear narration, worrying recollection, and 

metafictional self-attention to reveal how identification is constantly cast via the repeated paintings of 

remembering, interpreting, and retelling. Morag’s process of self-renewal is dualistic and intertwines her 

personal identification and her cultural history. This twin reclamation entails reconciling with Manawaka, 

internalising her imperfect inheritance, freeing Pique to pursue her personal trajectory, and embracing 

authorship as an act of existential survival and transformation. Ultimately, Laurence’s novel indicates that 

wholeness does not mean being undivided but acts as a substitute for getting to know the meaningful life within 

one’s own internal divisions. 
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