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Iargelyvwith minorities, the poor, the des-
pised. Another genre- the short story-
which was long neglected in Canada and
foryvears kept going by CBC radio, re-
emerged wvith vigour in the 1960s in the
hands of wrlters like Aice Munro (Dance of
the Happy Sbades, 1968), W D. Valgardson
and W.P. Kinsela.

The novel was a rather conservative form
in Canada until the 1960s, with only a few
experimental exceptions like Howard
O'Hagan's Tayjobn (1939) and Sheila
Watson's The Double Hook (1959), But by
the end of the decade experimeiflation of
some kind had become almost de rigueur
ini prose fiction, and the result lias heen an
enormous variation in the kinds of novels
being published in Canada. Even compara-
tively realistic novelists like Mordecal Richier
and Margaret Laurence have played wýith
time and memory in adventurous ways. The
perlodi saw the emergence of Margaret At-
wood, whose novels like Surfacing (1972)
and BodilyHarm (1981) are tight and sinewy
studies of neurotic frontiers; the quasi -mythi-
cal prairie novels of Robert Kroetsch ( 7be
Studborse Man, 1969); and the later novels
of the ironist Robertson Davles, whlch moved
into arich metaphysical vein (FiftbBusiness,
1970, and World of Wonder,~ 1975), The
pattern of variation has continued among
younger novelists like Matt Cohen, wlith his
excursions into rustic melodrama ( 77eDWýn
beeltea, 1974) and futurism ( 27* Colours of
War, 1977); Jack Hodgins, wlth hils elaborate
manipulations of strange fiction and stranger
fact ( 77* Invention oftbe Worg* 1977); and
Timothy Findley, wlth his elaborate pastiches
of invented hlstoiy (Famous Last Wfmiç,
1981).

In poetry the variation has been even
greater, because more poets have emerged
than fiction writers, and books of verse are
more easlly published than novels. It is hard
to do more than indicate the contrasts in
thls crowded field. They have ranged from
the ironlc classicism ofJohn Glassco (A Poftn
QfSk, 1964) to the concrete idiora of bp
Nichol (77>e MarrlywMg 1972), and frora tht
colloqulal exuberance of AI Purdy to the


