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For Helen Weinzweig



Abstract

Cnitics Northrop Frye and, more recently, Linda Hutcheon have commented tellingly on
the relationships that exist among Canadian art, music and literature. Perhaps surprisingly, aside
from an incidental comment here and a descriptive comment there, Canadian criticism has been
very reluctant to investigate this promising complex of ideas. The training in music, for
example, of such writers as Charles G. D. Roberts, Robert Finch and Sinclair Ross has usually
been treated as a matter of biographical fact rather than as something which might be of
significance to their work.

Helen Weinzweig, a Canadian writer, has made extensive and significant use of music
and visual art in her fiction. It may be an informative comment on the focus of Canadian
criticism that Weinzweig's published work to date -- two novels and a number of short stories --
remains largely unexplored, and, on the issue of her use of music and art in her work, virtually
ignored. But a close examination of the work shows that Weinzweig uses both music and art in
an integral way not merely to indicate the broad cultural spectrum from which she can draw to
enrich the texture of her work, but also in a structural way to link pattern and meaning. For the
most part rejecting conventional fictional structures, Weinzweig employs music and art, under
the integrating power of memory, in order to offer her readers more fully charged, alternative
views of life.

This thesis proposes to examine Weinzweig's use of allusions and structures from music
and art, in concert with the power of memory, in an effort to explicate the peculiar power of her
prose fiction. Emphasis in the thesis will be on the short stories although there will be some
discussion of the novels as well. The thesis will be organized in the following way. Following a
brief introduction, chapter one will examine Weinzweig's use of visual art and artists in the
stories; chapter two will explore musical allusions and structures in the stories and in the novel,

Basic Black with Pearls; a brief conclusion will be provided.
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Introduction

Helen Weinzweig's published literary work consists of two short novels, Passing
Ceremony (1973) and Basic Black With Pearls (1980) and several short stories from the late
1960's to the present. Weinzweig has received a Canada council senior arts grant and has been
nominated for the Governor General's Award (Jenoff 4). Her book, Basic Black With Pearls won
the City of Toronto Book Award (Panofsky 73). Helen Weinzweig is a postmodern Canadian
wrifcr who rebels against traditional forms of fiction, using structures and methods of music and
art as integral parts of her fiction. However, despite some official recognition, Weinzweig’s
published work to date — two novels and a number of short stories — remains largely unexplored,
and, on the particular issue of her use of music and art in her work, virtually ignored.

Reflecting many of the views of the New Criticism, her work questions many of the
truths attached to fiction: the transparency of language, the omnipotent power and intentions of
the writer, the relationship between life and art (realism), and the experiential basis of knowledge
(Belsey 15-20). The role of the author or creator in Weinzweig’s work is diminished in favour of
the involvement of the reader, and the resulting fictions express many possibilities. Weinzweig
acknowledges the reader’s pivotal role in disentangling the fiction and serving as the focus point
for its duplicitous meanings, as critic Roland Barthes proclaimed in his essay, “The Death of the
Author” (Barthes 167-172). Weinzweig explains the role of the reader:

In new works the mind is challenged, the intelligence appealed to, with the result

that the discovery finally is the reader’s. Equal strength of narrative is given to

what is left out as well as what is put in — the reader supplies the missing narrative
from his own experience and/or his own imagination (“So What Is Real?” 74-77).



Weinzweig’s fiction offers many interpretations, and meanings are released in the process
of reading (Belsey 20). From the chaos, the reader must decipher the results of the reading.

An avid reader, Weinzweig found that something new was required to express her ideas
and experience of life. She started writing because “There isn't anything more [of conventional
fiction] that I can read that interests me, really. My eyes read but my mind is bored. I no longer
want to read what other people think” (Jenoff 5). Weinzweig’s fiction questions conventional
fiction’s portrayal of absolute truths and/or reality, replacing these with perceptions, memories,
and illusions. While authorial guidance is evident, the assumption of realism within the fiction is
uncertain. Abandoning conventional patterns of fiction in favour of musical forms and art
techniques, Weinzweig presents a series of events, memories or objects, thus exploring the
possibilities of universal themes in a contemporary way.

Northrop Frye (The Bush Garden vi-x, 207-212) and, more recently, Linda Hutcheon
(The Canadian Postmodern 78) have commented tellingly on the relationships that exist among
Canadian art, music and literature. An ongoing relationship exists among Canadian musicians
and artists, and writers. Composers Jean Coulthard, Barbara Pentland and Oskar Morawetz have
composed vocal music based on poetry by Elizabeth Gourlay, Dorothy Livesay, Archibald
Lampman, Bliss Carman and Ann Wilkinson. Critical studies of British and American authors
and their musical influences have been conducted: Emily Bronte and Beethoven (Wallace), Jane

Austen and Mozart (Wallace), Walt Whitman and music in Leaves of Grass (Perlman) are but a

few examples. However, Canadian critics have been reluctant to investigate in a more than casual
way this promising complex of ideas. The training in music, for examples of such writers as
Charles G.D. Roberts, Robert Finch and Sinclair Ross has usually been treated as a matter of

incidental biographical fact rather than as something that might be of significance to their work.



Canadian writers such as Robertson Davies and Margaret Laurence employ musical allusions
throughout their novels and Margaret Atwood's fiction exhibits many allusions and structures
from art and photography. In addition, other Canadian authors, such as Alice Munro, and
Michael Ondaatje, have experimented with aspects of photography, art and music in their works.

In the postmodern age with its different foci on structuralism, post-structuralism,
semiotics, new historicism, deconstruction, narratology, and feminism, to cite only the most
prominent, new forms are being used within fiction, in order to expand new meanings of
language. Other Canadian authors, such as Alice Munro, Margaret Atwood, Margaret Laurence
and Michael Ondaatje have experimented with aspects of photography, art and music in their
works. Weinzweig explains the change in forms of fiction:

Form has changed — it can be fragmented into any number of disconnected parts,

or it can pretend to be a fixed canvas and you discover it disintegrates before your

very eyes (“So What Is Real?” 76).

Helen Weinzweig employs the structures and techniques of music and art within her
fiction as central structures. Unconventional and initially illogical, these forms provide new
ways of relating Weinzweig's life experiences and her perceptions of a confusing and often
cruelly misleading world. There are different codes for the reader now. Chronological time is
not used on the theory that time is not present in the memory. Weinzweig explains,

“But unlike previous writers who attempted to create order out of chaos,

the modern writer, living in a world ordered by technology, by the multinational,

by goyernments, attempts to create chaos out of order (“So What Is Real?” 76).

Helen Weinzweig abandons the concept of linear unity, rejecting the conventional
“beginning - middle - end” form. While context and perspective must be considered in the

reader’s interpretation, language has its limits: Helen Weinzweig reassures her readers,

“[whatever else] ... do not be deceived, there is always a story there” (Weinzweig, Quarry 76).



For Weinzweig, form and content are inseparable. In some of her short stories, she relies
on musical structures: a quadrille (dance suite), the circle of fifths, equal-tempered piano tuning,
jazz. In the novel Basic Black With Pearls, Weinzweig employs a serialistic compositional
method: sequences of events are repeated and re-arranged; the changes in these sets are vital to
the meaning of the work. In some of the short stories, Weinzweig borrows techniques from the
art world: Van Gogh’s colours, abstract painting, art shows. A painting by Bonnard is the focus
of the fiction in one section of the novel.

Weinzweig intentionally blurs the lines between art and fiction, and music and fiction as
she attempts to change the traditional uses of time and space in fiction. The inclusion of art and
music structures and techniques requires the reader to experience the fiction within new
boundaries. The overall effect of the art and music in the stories and novels is to draw the reader
into the fiction in order to fill in the missing links, to order and value the characters and events.
Just as all of the colours and shapes in a painting must be considered, and individual notes or
tones are considered equally in a piece of serialistic music (there is no tonal centre), so the final
judgment of events and characters is left to the reading experiences of the readers. They must
evaluate the relationships, thoughts and motivations of the characters in order to derive meaning
from the fiction. Relationships, changes in repeated elements, and contexts are important in
Weinzweig’s fiction: there are few absolutes and many relative truths. As Weinzweig blurs the
lines between art, music and fiction, she explores the boundaries between illusion and reality.
Her foci include human relationships, alienation and abandonment; the nature of reading and
writing. Within her work, she considers the nature of memory and its reconstructions of the past.

In the few critical examinations of Weinzweig’s fiction that exist, book reviewers and

readers alike have responded with interest. However, as literary critic Bernard Selinger points



out, much of the essence of her work remains largely unexplored by the critics (Selinger 38). In
Weinzweig’s fiction, the reader follows an unconventional process of discovery through the
central structures of music and art that Weinzweig employs. While some themes exist,
Weinzweig invites the reader to consider many possibilities. In this thesis, some of Helen
Weinzweig’s fiction will be examined. Specifically, the use of elements of music and art will be
the focus. She has published more than a dozen short stories and two novels; in order to provide
a concentrated analysis, this thesis will focus on two of the short stories and her second novel,
Basic Black with Pearls. Chapter One will focus Weinzweig’s use of art in the short story, “The
Means” and in the novel, Basic Black With Pearls. Chapter Two will explore music within the
story, “Hold That Tiger” and then the novel Basic Black With Pearls. An overview of

Weinzweig’s achievement in her fiction concludes the thesis.



Art in “The Means” and Basic Black With Pearls

Within her fiction, Weinzweig explores the reliability of art and fiction as definitions of
life or reality. Works of art, artists and techniques of painting and drawing are central to the
structure and development of some of the short stories. A middle-aged woman sabotages a piece
of modem art to unmask a fraudulent art-dealer’s anti-Semitism (“A View From The Roof”); a
woman travels to Arles, France, retracing the steps of Vincent Van Gogh and experiences
insanity and despair (“The Means”); a woman challenges her artist husband’s agent, and thereby
takes control of her marriage (“L’Envoi”); and a faintly drawn character in a Bonnard painting
begs for release (Basic Black With Pearls). In the short stories, as well as within the novel Basic
Black With Pearls, Weinzweig assumes techniques and works of art as structures for the fiction.
These function not as metaphors or descriptors, but as central organizing factors within the
narratives. Weinzweig uses art works and artists within the fiction to explore her themes about
human relationships, and the nature of art and fiction. Themes about human relationships recur.
Loneliness, abandonment, and despair: the quest to connect with other human beings is not
always successful.

In this portion of the thesis, Weinzweig’s use of elements of art in the short story “The
Means” and within the novel, Basic Black With Pearls will be considered. In “The Means”, the
main character tries to interpret the events of her life as if she were a character within a painting
by Vincent Van Gogh'. She attempts to apply Van Gogh’s colours and art techniques to her life
in her search for the truth. In an excerpt from the novel, Basic Black With Pearls, the main
character, Shirley/Lola engages in a dialogue with a character she meets within a painting by

Pierre Bonnard in the Art Gallery of Ontario. The lines between art and life dissolve as



Shirley/Lola searches for truths. In both cases, art proves to be a faulty representation of reality
and/or life; it fails to provide the answers that the characters are seeking. These works have been
selected as focus points because works of art and/or the life of the artist are central to the
structure and development of the fiction.

In the short story, “The Means,” Weinzweig incorporates elements from the paintings of
Vincent Van Gogh and aspects of his life with the quest of the main character, Margaret.
References to specific paintings by Van Gogh and his subjects and colours are layered within the
story, along with Margaret’s memories of her father, and her present experiences with a younger
man, a tourist guide. Themes about reality and illusion, memory and fantasy are explored. A
major theme concemns relationships, and the way people use each other to accomplish their goals.
In this short story, the main character, forty-three year old Margaret, travels to the French
Mediterranean town of Arles, via the train from Paris to Marseilles. Upon arriving in Marseilles,
she loses consciousness in the Saint-Charles Station; fellow passengers revive her and she
continues to Arles. She claims she is following the life of the artist, Vincent Van Gogh, who left
Paris and lived in Arles in 1888 (Schapiro 92-93). However, Margaret is also undertaking an
internal quest to recall the trip she made to Marseilles when she was eighteen years old to meet
her estranged father. In Arles, she checks into a hotel before she begins wandering the streets,
looking for evidence of Van Gogh’s life. She meets commercialism and antiquity; she seeks the
colours of his art, but the city is disintegrating and filthy, and she cannot find the city of Vincent
Van Gogh'’s time. She meets a younger man, a tourist guide who reminds her of a former
boyfriend/acquaintance, and she begs him to stay with her until she returns to Paris. They have a
sexual encounter, and he accompanies her back to Marseilles. On the train, she relates the details

of her father’s abandonment of her mother because she was Jewish. When she was eighteen,



Margaret stayed with her father for three months in Marseilles; he treated her cruelly, and
imprisoned her in his small apartment because she had met a young tourist (Raoul) at a café.
Eventually, she escaped.

When Margaret and the guide return to the St. Charles Station, she experiences the same
physical collapse that she had on her arrival; the guide provides support to her, emotionally and
physically. In Marseilles, she retraces her footsteps to her father’s apartment. She tells the guide
that her father found her there and threw her suitcase and passport into the sea. The guide relates
that he understands her father’s motives and his lack of forgiveness towards her. He says that
Margaret asks what is not possible. He points out that she has taken him, the guide, as Raoul’s
replacement, as an escape from the situation. They make love once more, and then he leaves her.
She realizes that she cannot remember his name. She leaves Marseilles satisfied that her quest
has been successful.

The life and work of Vincent Van Gogh are essential to the story line and themes of
loneliness and isolation in this story. The life history and inner conflict of the forty-three year
old heroine, Margaret, are displayed against the backdrop of the life and art of Van Gogh during
his years in Arles, France. Weinzweig’s juxtaposition of the realities in this story is ironic. Van
Gogh’s genius is contrasted with Margaret’s emotional upheaval and her fantasies about the past.
These blended elements add drama to the story, and accent the sometimes ridiculous inner
workings of human relationships.

In “The Means”, Weinzweig makes specific reference to six paintings by Van Gogh:
Sunflowers (A View From The Roof 28, hereafter View), La Berceuse (28), and L’ Arlesienne
(29), Bedroom at Arles (29), On the Banks of the Rhone (32) and Starry Night (35). Margaret

describes the people she meets in terms of Van Gogh’s paintings. The middle-aged woman who



travels with her on the train is “La Berceuse” (28); Margaret disguised herself as “L’Arlesienne”
(29) when she travelled by boat to France as a young girl; and the guide that she meets has “A
heavy, blunt reality about him, like Van Gogh’s Dutch peasants™ (33). However, beyond the
colours and names she associates with these acquaintances, they have no reality to her. In her
interactions with the hotel maid and the guide, she takes no interest in their personal lives. The
guide points this fact out to her near the end of the story: “I do not exist for you...”(44).
Margaret’s experience of these people is restricted to her initial definition of them through the art
of Van Gogh. Thus, a gap exists between her perception and their reality.

A gap also exists between her expectations and the realities of her visit to Arles.
Margaret seeks to experience the city of Arles as Vincent Van Gogh did, and she hopes that her
experiences in Arles will release her from her memories.?

I found that the grey of Paris did indeed change to blinding light. By standards of

Canadian distances, this happened quickly. The skies became bluer, the light

more brilliant. It was early May and the fields lay open to the sun. Trees were

showing their first tender green; fruit trees were in blossom. Renewal

everywhere. Across the ledges of second-storey windows were flung the red

comforters of winter, spread to air in the spring sun. The exact red of Van Gogh’s

blanket in Bedroom at Arles. Then miles of vineyards with little vines close to

the earth. An excitement rose: I could feel Vincent’s resurgence of hope as he

approached his destination. The change in the light would bring a change in

fortune. The bleak past would vanish. The hot sun of the Midi would ease his

tortured spirit. Finally, glimpses of the Mediterranean, his blue sea; and beside

the railroad tracks, (his) wild irises in that joyous purple-blue. My eyes were so

full of bright pictures that I couldn’t see clearly when the train pulled into the

station at Marseilles. ..Between me and what I saw and heard, was an infinite

distance I could never bridge (29-30).

Like Van Gogh, Margaret is blinded by the colours she sees, or imagines she sees. This entry
into Van Gogh’s world separates her from reality and this gap increases as Margaret explores

Arles. She is disappointed by the filth and decay she finds in the streets and on the riverbank,

and in the seeming lack of evidence of Van Gogh’s artwork. In the present-day milieu of Arles,
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Margaret finds that the reality is far removed from the created world of art. “I have lost a
connection. The world of van Gogh does not exist. I only imagined it” (33). Margaret’s
observation of the changes in Arles since the time of Van Gogh are revealed in her comment,
“Vincent was indifferent to antiquity, and antiquity has prevailed” (32). The life force that he
was attempting to capture in his paintings has given way to the spectacle of a forgotten, dead
artist. Margaret thinks that the truths of Van Gogh’s art have been buried; the morbid fascination
of an eccentric life was not Van Gogh’s goal in his art.

Margaret is disillusioned as she recognizes the discrepancy between the intention of the
artist and the artwork itself. Appearance and reality have blurred for Margaret, as they did for
Van Gogh. The “connection’ that Margaret loses in Arles is the subject of Van Gogh’s art, the
reality or truths she had hoped to find in Arles. This truth is nonexistent.

Margaret attempts to use the colours that Van Gogh employed to interpret and define her
surroundings; these become overpowering to her. At the station and in the hotel, Margaret refers
to the excessively bright colours around her, and she attaches her emotional reactions to some of
the colours and shapes she sees. For Margaret, the train station contains the darker colour, while
the sun provides bright yellow. Van Gogh attached meanings to the colours he used in his
paintings. For example, “heartbreaking malachite green” was the “deeper green which represents
the terrible passions of mankind” while the yellow of his sunflowers and his house in Arles
represented life and hope (Schapiro 93, 96). Margaret submerges herself in these colours, but
they separate her from reality, and from the people around her.

Van Gogh attempted to capture his initial perception of things in his work. The art critic
Bemnard Schapiro points out, that, for Van Gogh, “The loading of the pigment is in part a reflex

... a frantic effort to preserve in the image of things their tangible matter and to create something
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equally solid and concrete on the canvas” (Schapiro 90, 93). During his stay in Arles, Van
Gogh’s interest in pure colours as central focal points in his paintings increased, to the exclusion
of other aspects of art. In a similar way, Margaret attempts to define her world in terms of Van
Gogh’s artwork and colours.

Parallels exist between the lives of Van Gogh and Margaret, the main character, and
Weinzweig uses these aspects to further blur the lines between illusion and reality, art and life,
present and memory. The intertwining of the lives of Van Gogh and the main character (past and
present) disrupts the typical chronology of the fiction. The reader must consider the events of
both the past and the present, superimposed over the colours of Van Gogh’s art, to determine the
outcomes and events of this short story. Both Van Gogh and Margaret came to Arles to escape
mental anxiety (Schapiro 92, 99). Upon arrival, Margaret experiences a physical collapse. She
has difficulty communicating with the passengers on the train (View 30) and the hotel maid (31,
33). At the same time, she recalls the disagreements with her father many years ago in
Marseilles (34). At the age of eighteen, Margaret leaves Canada to live with her estranged father
in Arles, France. (This fictitious event is paralleled by Weinzweig's unhappy reunification with
her father in Italy when she was a teenager.) The freedom and adventure Margaret had hoped for
dissolve as she realizes her father’s poverty and lack of understanding of her. Ultimately, he
seeks to control her actions and life. He imprisons her in his apartment for two months. When
she decides to leave, he destroys her hopes by throwing her suitcase containing all of her
belongings, including her passport, into the ocean.

Margaret’s disappointment with her father is similar to the disappointment that Van Gogh
experienced in his relationships. When he went to Arles, Van Gogh had hoped to establish an

artist’s cooperative but this dream proved to be impossible (Masini 13, 45). His colleague
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Gauguin visited him; the two disagreed, and Van Gogh lapsed into mental illness (Masini 45).
Van Gogh’s hopes for artistic and physical freedom in Arles are destroyed by his disagreement
with the fellow-artist, Gauguin. Like Margaret, he becomes a prisoner of his own actions when
his encounter with Gauguin results in a relapse of his mental illness. Similarly, Margaret is
disillusioned in her relationship with her father. Van Gogh’s desperate action of slicing his ear
and mailing it to the prostitute is comparable to Margaret’s loss of her suitcase. Both lose a part
of themselves in their desperate but blind search for freedom and self-expression. Margaret’s
recognition of the nature of despair is shown in her own revelation, “ Just before I passed out, I
noted to myself that pain has to be physical to be bearable. Or else why would Vincent have cut
off an ear, if not to displace his soul’s anguish to a spot he could touch?” (View 30) Margaret has
made Van Gogh’s personal pain of loneliness, rejection and isolation, her own. The illusory
nature of her hopes and dreams are painfully juxtaposed against the harsh truth of reality. If pain
is unidentified, it is unbearable; personal anguish must have a correlative or expression in the real
world. Van Gogh's use of colour to the exclusion of other aspects in his paintings was his
objective correlative or physical embodiment of what he thought or felt. For Margaret, Van
Gogh and his art are her objective correlatives. In this story, Margaret’s quest is to identify and
define the source of her pain, and she attempts to do this through the art and life of Vincent Van
Gogh.

Weinzweig uses the interwoven stories of Van Gogh and Margaret to contrast desire and
reality as they appear in art, fiction and life. She also stresses the fallibility of the artist’s
intentions as they appear in the finished work. Sometimes people want what they cannot have,
and they are blinded by their own desires to the reality of the situation. The guide says, “ Van

Gogh knew what he wanted, and what he wanted was at odds with circumstances. You



13

[Margaret] are like that” (43). The guide explains to Margaret that she did not really see the truth
about her father; Van Gogh and Margaret attempted to manipulate people to achieve their own
goals and dreams, and the gap between reality and their unachievable expectations of others is
filled by their own insanity. While Margaret is blinded by her unreasonable expectations of her
father, the guide sees an alternate view of the father/daughter relationship.

Following the visit to the Marseilles cliff where her father severed their relationship by
throwing Margaret’s suitcase into the sea, the guide explains that he understands her father.

... “the sympathy is for your father. It is 4e I understand, I understand what was

the necessity for him. You ... you... go against the circumstance.”

“My father, “I whispered, “was angry because I did not get on my knees. Is that

what you mean?”’

“No ... yes ... to have lost a daughter, to have suffered much, certainly to have

the guilt, then ... a miracle! You appear. To forgive, perhaps. But no. You have

not an interest in him, it is the adventure you wish. He punishes you. For what it

is I do not know: perhaps it is the disappointment.” ...”’You appear the weak one,

the lost one, but at the bottom you are made of iron. It is confusing. It angers one-

not to know, perhaps to have made a mistake. Since yesterday I often have the

desire to finish the masquerade” (43).
The tourist guide explains Margaret’s myopic vision. Her vision of her father was unrealistic
because he could not grant her the freedom she was seeking. Margaret could not understand or
accept her father’s reality and his guilt for rejecting her mother; she wanted what he was not
capable of giving. Instead, the father blamed her for her mother’s indiscretions, and vented his
guilt on her. The guide points out to Margaret that in her quest to be free as a young woman, she
excluded her father’s desires and views.

Margaret applies her singular vision to her relationship with the tourist guide, and once
again, her expectations are unrealistic. Margaret imposes her hopes from the past, and her

attempts to resurrect her memories onto the guide, obliterating any true picture about his hopes,

dreams or life. Margaret is driven by a search for a “cause, a plan, a purpose” (35). Just as Van
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Gogh idealized his subject in each of his paintings to the exclusion of other objects in foreground
or background, so Margaret focuses on her own desires, to the exclusion of everything and
everyone else. From their first encounter, she knows that she wants the guide to provide a
resolution:

He [the guide] is waiting for me to reveal a cause, a plan, a purpose. I have none.

At the same time, I know he is the cause, the plan, the purpose. In what way, I

must find out... I watch him closely. I feel I am on the verge of some

knowledge: something more than my implied invitation bargained for....From the

very first, everything about this man reminded me of the boy I met in a café on a

hot afternoon in Marseilles twenty-five years ago (35-36).

As he accompanies her on her quest, this friend points out to her that he is just an object
to help her resolve the conflict of the past. The guide asks, “T am in his place?”” (41) and at the
end of her search, “T have served my purpose?”’ (42). She equates him with her lost past, of the
lost possibilities of the relationship with the young man she met when she was eighteen years
old. The guide knows that once she knows the truth about herself and her father, he will be of no
use to her.

Margaret experiences pinpricks of reality as she uses the guide to accomplish her
purpose, begging him to stay with her until she returns to Paris. She observes the wine he is
drinking when they first dine together (34), and the creases in his shirt (33), but these little
human details are dismissed, and she virtually ignores his attempts to tell her about his life. The
guide sees the underlying truth of her relationship with him, at the end of the story, when he
points out that she has never called him by name. She is blind to his needs and existence because
of her own purposes. By her own admission earlier in the story, she was afraid she would call

him Raoul, the young man she met so many years ago. “I do not exist for you,” he went on,” you

set out to put an end to something and I was the means. Adieu, Madame” (44). She uses him as
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an emotional and physical support in order to accomplish her mission. The guide existed only as
a symbol of Margaret’s past hopes, and in the end, he has ceased to exist.

Thus, the story lines of Vincent Van Gogh’s life and the past and present of Margaret’s
life are layered together to show the gap between perception and reality within relationships.
Preoccupation with one’s own desires results in blindness to the truth about others. Insanity,
broken relationships and pain can only result. Blinded by his hopes to the improbability of a
partnership with Gauguin and the other artists, Van Gogh’s persistence led to his breakdown.
Similarly, Margaret’s expecta<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>