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" The Prologue

to sing'of‘Wars, of‘Capuékns,'and of Kings,
Of Cities founded, Common-wealths begun,

- For my mean pen are too superiour things:
Or how they all or each their dates have run,
Let Poets and Historians set these forth,
My obscure Lines shall not so dim their worth
»But when. my wondring eyes and envious'heatt
Great Bartas' sugar'd lines do but read o're,
Fool I do .grudge the Muses did not part
"Twixt him and me that overfluent store;
A Bartas can do-what a Bartas will,
But“simple,I according to my skill;

'From school—boYes' tongues no rhet "rick we expect,
Nor yet a sweet Consort from broken strings,
-Nor perfeet beauty where's a main defect:
My, foolish, broken, blemish'd Muse so sings
g this to mend , alas, no ‘Art is able,
. 'Causérnature made it so irreparable.

-~ . Nor can I, lfke that fluent sweet tongu'd Greek
Who lisp'd at flrst in future. times' speak plain"’
‘By Art he gladly found what he did seek--
A full requital of his sgriving pain. ‘
"Art can do much, but this maxime's most sure:
, A weak or wounded brain admits no cure.

C

R

F am obnoxious’ to each carping'tongue

Whe says my hand a needle better fits,
A'Poet's pen all s¢orn I should thus wrong,
For such despite théy.cast on Female wits:
If what I do prove well, it won't advance, e
They'I‘say it's stoln, or else it was by chihce.

But sure the Antique Greeks were far more mild,

Else of our Sexe Why feigned they those Nine,

And. Poesy made Calliope's own Child?

So 'mongst the rest they placed the Arts Divine. .
" But this weak knot they will full soon untie—

The Greeks did. nought but play the fools and lye.

iv




Let Greeks be Greeks, and women what they are,
Men have precegency and still excell. ’ ,
It is but vain'unjustly to wage warre, )
Men can do best, and women know it well.
Preheminence in all and each is yours-- A
Yet grant some small acknowledgement of ours.
And oh ye high flown quills that soar the Skies,
‘And ever with your prey still catch your praise, -
If e're you'daigne these lowly lines your eyes,
Give Thyme or Parsley wreath, I ask no bayes.
This mean and unrefined ore of mine
Will make your glistring gold but more to. shine.
- 5 '

. Anne Bradstreet (c; 1612-1672)
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The female artist recurs as a chdracter and as a topic of dis—

hcussion in the works of nineteenth and early twen eth~century western

iy writers. The dominant view is that she is biologicall

eterminEd

- and incapable of significant artistic production. The opposing view*

that she®s a pronuct of inhibiting soclal circumstances characterizes

" a vocal minority. To May Sinc¢lair, Dorothy Richardson, and Virginia

"‘_,*‘. U_Q_r
Woolf, the female artist is an as yet indeterminate creature who faces

special problems as a woman bécause she is an artist and special’probé
lems'as an artist because she'is'a weman. | The dissatisfaction of

these three writers with definitions of "woman" and of "artist" that

‘/m e o e '_

are mutually exclusive -s related closely to their interest in both

o

the suffrage movement and experimentation in various art media.
Woolf's essays and novels*are_central to a,diSCUssion of the female

artist'in oonflict with inhibiting social circumstances. In a eon—

sideration of the remale artist's aesthetics, however, Richardson -]

work is central. Sinclair who |treats both issues, provides, in addi-

tion ins*ght into the volatile aesthetic milieu of the. early twentieth

;centurv and an understanding of the metaphysical position behind the

SRR ,
femalefartis?'s aesthetics. Fundamental to the work of all three
' _ | : - R

‘women 1s a respect»for the individual consciousness andvits,ability

N

_to perceive permanence as well as change. Such respect, all three

‘

women'insist;fis lacking both in western society.and in western art.
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Attributing this lack to he predomlnance of masculine values, they

.o

struggle themselves and create female artist characters who strugglef

to achieve an . 1nc1usive perspective and to find artistic forms
. )

g \ r» B :
appropriate for its expression. T : 'l A
! e
: NP
: a _
N M '
: o :
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"True poets‘and'true women have the native sense of the
"divineness of whag the world deems gross material substance."
Geoﬁge Meredith, Diana of the Crossways (1885)

"Over and over again-—as Being and Becoming, as Eternity
Kand Time, as Transcendence-and Immanence, Reality and . Appear-
Lance, the One and the Many--these two dominant ideias, demands,
imperious instincts of man's self-will reappear; the warp and
woof of his completed universe . . . . Both of these, taken
1 alone, are declared by the mystics tgq be incomplete. They
conceive that Absplute Being who is the goal of their quest
as manifesting himself in a World of Becoming.

Evelyn Underhill Mzsticism (1910) P

"In the seventeenth century a dissociation of sensibility set
in, from which we have never recovered."

T.S. Eliot, "The Metaphysical Poets" (1921)
} - v

Female artists in the essays and fiction of May Sinclair Dorothy
Richardson, and Virginia Uoolf have two major problems. In the first

place, the‘demands of their creativity pften seem incompatible with
- . . / . \ - ‘ . . N ~
the demands)of the biologicaliyfand socially prescrihed roles of wife

and mother. In the second, many -of them are conscious of the need

.
s ’

what one might call a feminine metaphysics. Their art often repre-
, . _ 0 .

sents an attempt t; amalgemate the individua;i the’Roman{ic :
period and the metaphysical idealism it suggests wi,h thé close atten-
tion to the‘uorld aroundvthem chajacteristic_of em

\
"for different, “mori subtle and flexible art foﬂf;>in which to embody

rical science,
o '

Naturalism in literature, and{thefmetaphySicai.r 1ism‘that.often is

its counterpart. ‘This desire of serious artists'ior appropriate torms
seems - incompatible both. wf%h traditional negative attitudes toward o

p“women'artistsband with art forms developed by men to express mascne .

line values. The two probl&ms ‘are related.. Social emaficipation during

/..

—
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<;; period of the. English Women s §uffrage Movement and aesthetic

Y

emancipation during a volatile period o expérimentation }n*many aft

media, including the novel, meet in the female artist-characters of

these - three writersL

In both cases emancipation depends upon a reéefinition of terms.

Sinclair; Richardson, and Woolf, each in her own way, challenge the‘

o~

definition of woman as a biological mechanism suited onl for ,the re-

production of the race as welf%gs the related definit on of woman's

social role as one of selﬁﬁahnegation., All three, moreover, in sone ~

way - hallenge romantic definitions of theiartist— s-hero that exclude.

wom \. They also challepge definitions of art as‘representative either
‘i of abstract ideals‘orLof the external world ofﬁfacts and events, both

<

-definitions exglude women srregpectmfor the individual-and fdr his 'b /; .
. ‘, v'\ - k v ’

!

-consciousness erein permanence and change coexist The interest in

/\ § K )
woman s’ situation and its implications for the female artist is the’
ko » .
culmination of .a relatively long tradition in dhth nonfiétion and fic-
(\ . / S~

(.'tion. “The interdependence of social and aesthetic dimensions repreiﬁf\
sents a significant shift in emphasi@;?ﬂthin that’ tradition.

An examination of the female artist-characters of these three

"

‘women in the contexts of the suffrage movement and the aesthetic avant

2 A

\ A}
(3 garde constitutes a thorough treatment of neither the wo

_ of each nor
o seleetédﬁaspects of the modern period ‘It contribuths' hoﬁeeer to N T

' an understanding of both. The documenta ion of certzin inconsistencies,d

d changes of emphasis in each woman' s thinking on varidns

’tsues as well. a jthe stages by which each developed as an artist in-

‘v

" terests critics w oﬁs;;;}nize in individual writers. Such critics

.

usually succeed in communicating the tone of the . individual mind

. . < - . Lo } o I I C . L
‘ : ’ o . . Ca S .‘B D o
. . o o A L N R R

”
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whose manifestations gﬁey study. Too often however, they asstme ‘ v

originality in Lhought or aesthetic practicﬁ'where little exists. f?JJ ..

Like epidemiologists in medicine, othér critics document the sprea@
B ~
or the incidence of ideas, attitudes, and artistic techhiques among

the writers of a particular perfbd ' They avoid the assumption of S
¢' v N : L:'-"
+

-/
. originality but, in treating large numbers of writers only as illus—
< IR | S

s

- In dding so', however, he tends to subordinate to the writerwupon;_ N

trations of 1arger trends, oftén fail to communicate a sénse of .the
< K
individual minds involved Such is the advantage and disadvantage,

in fact, of ‘the chaptek\on the female artist in literature which’ be—

N ' ,‘— . - - '
< B o o
. ¢ A : ¥ « Q

gins Part II of this study b , , ' o e K

" A work of art is the product of individual and communal elements. -
The artist contributesQa particular E@mpeﬂgment and combination -of in—

‘tére'sts and experiences to the social milieu andﬁthe aesthetic tradi—xu

a

tion he shares with others.' To suggest this variation and repetitionr

the critic'of course can trag\ influences upon an individual writer.

Ve

-

»

whom,he;focuses the other thinkers and artists,he discusses by

'treating them briefly as direct or indirect causes of various care- -

P SO .

v a0

fully—documented effects. Instead of suggesting a balance between

A

variation and repetition, he inevitably emphasizes the individual

writer s variations. Whether he focdses on one- writer then, or on
. .
many as'the representatives of a particular tendency, the critié isv o
P QJ . o ;v‘ T
likely to distort the artist S relation to his milieu. Such studies

£

o

can be extremely useful but only if the reader recognizes their
limitations ‘ds well as their strengths.',l ] - /f\Ba

One way to combine the advantages of the two approaches mentioneg
‘ .
above is to consider in some detail the works of a mapageably small

-
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o

number of writers who, - wﬁﬁle possibly familiar with each others' work
. She WA

nevertheless develop withﬂrelativeuindependence within a common social

. -

and aesthetic milieu. Sinclair, Righardson, and Woolf lend themselves

‘well to such treatment. Their works appear in England during roughly &

_the same period; on occasion they write about -each other; !

reviewers
frequently deal'with two of them together. All three afe interested in

-the suffrage movement, experimentation\in the arts, and the female.

i

' artist's relationship to either or both. They agree on- some essential

points; nevertheless, because of ‘varying temperaments and backgrounds,
e 4 = °

théy\emphasize different aspects of - the ongoing discussions in larger

A o

segments~ the society around them. Their works taken together con-

stitute a microcosm of the interests of British middle-class society

9

~in the early decades of the century.

Even in a,comparative discussion, however, the work of each
: : - T \ ~. ‘
\womaﬁbposes special problems that require mention. A wide variatiom -

?

exists in their reputations.?’At various points-in this'study, reasons
. . P T . A v
“emergeyfor'thisvdisparity. The procedural problem iﬁ creates is of

interest:here. With. the possible exception~3$\9n& or two, Sinclair's .
_ tweéty—four novels:>over thirty short stories, two books of philosophy,
.and humerous ‘egsays published between the 1890'3 and the early 1930's

are relatively unknown. even among writers on the modern period in

British 1iterature.\ Admittedly, her work is uneven in quality. Works

N v
v e

that merit some attention in a variety of contexts, however, coexist :

.
C '\justifiably ignored Similarly, crit&cs,‘even some . who

'.write about it, rarely read Richardson 8 Pilgrimage in its entirety
“and generally ignore her stories, poems, and essays. The prevailing
l,assumption that her work is more interesting historically than in its

»own right has some validity but ought not be accepted out of h:&ﬁ” At



e : : . : 5
present however, references to the numerous works and multitudinous

lcharaCLers of both Sinclair and Richardson often necessirate brief -
\»’&
orienting and summarizing statements. The problem in the case of ’

Woolf's work, which at/least is well—known for a number of reasons not

\

all ‘of which have to do with high quality, is the veluminous and ever—
proliferating critical commentary. Anyone who considers making)addi—/:”

t&onal observations should at least attempt to place his remarks in

the‘context"of vhat alréady has been said.

i

A second problem, characteristic of the Kunstlerroman in general
¢ Kl

is the varying amount of autobiographical content. Such elements ap-

. pear in the characterizations of certain female artists created by all
thrée’women andvsuggest . 3spondeﬁces with remarks each makes eléei
where. 1In Richardson's case, however, autobiographical content, re- B

o =

defined, actually becomes part ‘of her aesthetdcs. Discussions f hEr

s
work esp ly be fit from a¥close counte ointin statements (\\J,r’f
™ i

/
\made by creator and character. Althgﬁgh all three women perceive more

.

\_tlan their most autobiographical characters perceive, in Pilgrimage
&

the distance between creator and character is most difficult to
.detect.' ” - -4 ‘ o S T : ' , e

/ Richardson s interest, and . to a lesser extent Sinclair s, in
re-evaluating the notion of autobiographical content suggests a third-
¢
" problem, that of terminology. It exists on two levels. All three

N -
~LE
R

women, conscious of the ways in which traditions in language .govern

c

L.

~ thoughts and behavior, insist upon redefinitions or reassessments of
the connotations associated with numerous words. Not only must onme
clarify and then c(cmember the particular reassessments each woman .

makesjlbut one 'also must re-examine in this context a number of

loosely—used'critic31,termsy'like "realism" and "stream of consciousness."
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A final problen emerges because each woman makes a different con-
tribution to the picture of the early twentieth—century English female
" artist that is the product of this study An order of discussion de-
: o~
termined by ‘the nature,of their contributions is more illuminating than
are separate discussions.of all le works by each author or
chronological arrangements of ar,/ klna. In’a consideration of.the fee
male artist's conflict with a houi . social enyironment; Woolf's work, -
although much of it was published later than that ofﬂSinclair or ﬁich—
yardson,.is the oest starting-point. Her environmental emﬁhasis ié .'g 3
closest_to that of the major femidists preceding and succeeding her -

whereas the emphases of the other ‘two women represent departures aud&

qualifications. Moreover Woolf's essays on this subject are the

-

Ve
most numgrous extensive, and well-known. The relationship between

the essays and the situations of two.of hef major female artist-
characters is close. The characters o?’Richardson and Sinclair repre-

sent interesting variatioms. P : ’ ' '

5

In a consideration of the female artist's aesthetics, however,

' Richardson's vork, not &oolf's,-is{central, both because of the
thoroughgoing transformation Of'theory into practice in’Pilgrimage»‘
and because the reviews the other Lno women wrote of her work provide
interesting introductions_toitheir!particular aestﬁetic variations.

: ~The emphasis.of thisjstudy is‘le;; on the differentvways in which each

transforns'axiimilar theory into practice tnan on the aestheticvstate-ifz;j

ments each makes’in‘heriessays and 'reflects in ner female artist-
characters. Both Woolf and Richardson:nresent their women‘artistshin
tﬁe midst of a dual struggle to define'and to‘express honesd&y their
individual definitions of realityf_ Sinclair's female artist-characters

‘either struggle to find the social'cOnditionsvsuitable for any work

W R BN



at all or struggle to define reality. Her major contributions €o

the examination of the female artist's aesthetics are a vivid picture

of the avant garde artists of “her day plus a systematic statement in

her books of philosophy of the metaphysics\hehind the aesthetics é:?'

which she and Richardson and, to a lesser extent Woolf, subscribe.

LY - : /

Sinclair Richardson, and Woolf were born a decade apart in
-1863 1873, and 1882 respectively, during the period when women's
dissatisfaction with the role assigned them in English society actually
coalesced into a movement.’ The main assumption behind the movement

”
was that women‘are what their circumstances have made them,: not what

\
N

they inevitably must be. Numerous bills designed to improv;\those
vcircumstances appeared during the latter half of the century includipg
resolutions in favor of women's suffrage. Bills dealing with women 8
personal freedom and property in marriagekas well as thé custody of
children in divorce represented attempts to better their legal position.
.Attempts to entér educational institutions previously closed q‘rthem ‘
and to establish schools for themselves ev1dencaigrowing concern ‘with

the haphazard way women had been educated and increasing interest in -

U

N

- . entering professions hitherto dominated by men. Attemptﬂg;o alleviate
the distress of dressmakers, governesses, and _women factory and mine

~

'workers, underway already in the early nineteenth century, were ex-
v
:tended to include attempts to- aid prostitutes victimized by the double
. standard of sexpal morality. .
Around the turn of the century, women s activities on their own
behalf reached militant proportions. The move; nt Split into two’ fac-_
tions. One of these was the National Union, a democratically and

: efficiently-governed group of constitutional societies that claimed to

work peacefully for human progress in general, -The other was  the



P

Women s Social and Political Union militant groups tenuously united

" by loyalty to a few all—powerful and charismatic leaders. The tone of'

1
{ .
[ !

defiance and the. emphasis on sensational dramatic action created con- *~

iy

s1derab1e antagonism. - National Union processions and meetings as well
as militant activities and government'reprisals reached their peak
during the few years preceding WorldMWar‘I Its outbreak in 1916 ab-
sorbed these energies as women became nurses, took over men's jobs,
and_wdnvgeneral acclaim for their usefulness and courage. Partly as

a result of their war work women in. England were enfranchised in 1918. 1

: The artistic careers of Sinclair Richardson, and Woolf coincide

Hn iaportant respects with the peak years of suffrage activity, the War,

LI

»! the- passage of the suffrage bill, and the continued examination of

_"women's role in.society that was its aftermath. ,Sinclair begins hey
™~ ’ . - o

; tareer as a,noveliSt during the rise of’the militant suffrage movement.

. ) .
Her’ major essays 65 the subject however, do not appear until 1912

when the activities of* the movement are -at their height. Her major

fictional attempt to dealxwith the militant ~aspects of the movement,

]

‘The Tree of Heaven, appears five years later. When in 1915 Richardson

and Woolf begin their careers as publishing novelists, Sinclair almost
ha§ reached the last decade of hers. Nevertheless, considerable over-
"lep exists inm theif intérest in the suffrage movement since both .
Rlchardson and Woolf write novels dealing with their earlier formative
years. Richardson s interest in redefining women's role in society 1;,’
evident in her essays. Moreover she reflects that interest in many

sections of Pilgrimage which traces A development of Hiriam Hender—

son from about 1890 to 1911—12 Simila ly, both ‘of Woolf's first two .

novels, The- Voyage Out. (1915) and Night an Day (1919) depict the ‘

~
.o 7




preceding years and evidence mueh concern with women' s education, the

women\s movement, and womenﬁ&\situation in general Her major por-

a °

“trait ji a suffragist appears in' the second noyel These'interests
e to emerge in the later novels, although\ln a less—polemical

contin

fashion.' She confines the overt polemivism to short essays and to two

longer discourses onlthe subject, A Room of One 6--Own (1929) and Three
Guineas (1938). .. , S &

Throughout the nineteenth century and the early years of the
twentieth, novelists reflect much of the discussion surrounding
women s situation.‘ The strengths and weaknesses of the -new woman
‘are a conicern fiot only of female novelists like Austen Mrs. Gaskell, ;
the Brontes, and George Eliot, but.also of male novelists like Hardy,v
. : L
':‘Gissing, Meredith Moore, Shaw, Wells, Forster, and Lawrence.2 Simi-
larly, Sinclair Richardson, and Woolf criticize as well as defe?ﬁ YL;
the suffrage movement and the kinds of women it produces. Their ownv
: |

interest in the movement conflicts in various ways with their careers

as artists and

th their definition of women's, values. All three,

therefore, loo for ways to ‘improve. womenvs situation not. in the sub-
mergence of th individual consciousness in angry collective attacks
Tupon a male-d minated social system but in the awakening of individual
consciousnes es through art. They do not agree on the source of woman s
'respect for he individual consciousness and its ability to perceive
' permanence ‘s well as change but like a number of their predecessors
-and contem oraries, they advocate the inclusion of women's values in
the large society 5%hey may abhor the restrictions placed upon women ;
nevertheless, ‘they would not have women imitate men. The wholeness

,‘,3 .
. _that these women find missing in their male—dominated soclety isg



reflected in Woolf's work by titles like Granite and Rainbow and Night

.and Day as well as by paired characters. like Mr. and Mrs. Ramsay in To.

the Lighthouse It is reflected in Richardson s work by continual

reference to the opposing states of becoming and being and by the
equally constant references to realism and idealism in Sinclair sr

" Their own varying terminology suggests that\tgeir demand for a
society that includes women's values 1s,  at least in part, the demand
for wholeness and balance that is a major theme in modern thought and
that is discussed in a variety of ways. T. S. Eliot in "The Meta-
_physical Poets" (1921), for example, regrets a split in the modern
world bdtween thought and feeling However unjust his condemnationkof
‘Milton and Dryden, Eliot coins a phrase,."the dissociation of sensie |
bility," that reverberates widely. it does 8o because it seems to de-
f fine the modern malady of which ‘modern literature is symptomatic, and
the corresponding desire to reunite opposing but not necessarily ir-

reconcilable forces The alliance of the Wilcoxes and the Schlegels

in E. M ‘Forster's Howard's End (2921). the challenges to the Forsyte

mentality in Galsworthy s saga (1006—1921), the- friendship between

'Gerald Crich and Birkin in Lawrence' 's Women in Love (1920) and the

'confrontation between Bloom and Stephen in Joyce's Ulysses (1922) are’ -
'a few of numerous manifestations of this desire, often frustrated to.
_unite thought and feeling, material and spiritual, time and eternity,
masculine and femlnine. ” ) ’

The attitudes of Sinclair Richardson, and Woolf toward the few.j_f?;m
‘male artist are related directly to their views of women's situation
in general. They object to the social restrictions upon ‘Wwomen mainly

because they prevent the expression and incorporation of women 8 values
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into tne world beyond‘the home. Artfis one important channel for such
expression. They agree'@hat a hostile social environment 1imits the
female artist 'S productivity, but they disagree about the exteﬁt to

'which it can touch her potential They agree that a woman' s energi

and coumitments have other objects than'husband and children. Conse;n:
quently, all three explore the female artist's difficulty in recon-
ciling her desire for intimate human relationships and the self—sacri—
’ficing feminine role with which that desire usually encumbers her,.

" &ith her desire to- create works of art. On this subject they have

" little. to add to the discussions and characterizations of their pre- |
’decessors. "They differ, hovever, in that they examine the conflict
,not only in ‘the context of the - female artist's public behaviC“ but also
in the context of her inner life where unarticulated responses provide
another;dimension_to what she says ‘and does.‘ ,' |

Closely: related to this vish to introduce women‘s values into the

larger soclety is the wish of Sinclalr but primarily of Richardson

and Hoolf to introduce them .into art. If art is co beﬂ\vvehicle of
expression for women' s ‘values, then it must be distinguishable from | .

- the art men p:oduce.’ The reflection of this,view in their treatment

of the female artiét represents their major contribution to the

' tradition established by their predecessors. The female artist's

evolving aesthetics and her struggle to create udrks of art become

.important in the novel vhen novelists begin to define reality as the )
inner life of the mind rather than the externai vorldkég objecf@ and

' events. Not only do these- three women often Present the female artist

from-vithin_but to varying degrees, they show her developing the

. aesthetics that determines the way she is presented Woolf and Rich—

ardson agree that female artists must find art forms appropriate to »
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the;expression~of'their.individual inner lives and values. They do

not agree,lhowever, upon the .source of whatever coherence such works
of art‘may have. Of the three women, only Richardson finds her order
in the inner life of the ‘individual and redefines art so that it does
no more than reflect that order.

If the demand that women's values be included in the larger
\séciety can be seen, in a broader context, 8o can the "demand that they
be included in art. Again Sinclair Richardson, and Woolf discuss
in terms of . masculine and feminine, aesthetic tendencies that the; and
others discuss in different terms on alternate occasions.v All three,

" with different degrees of vehemence, attack one group of their pre—

’ decessors ‘and contemporaries in the novel, all three identify with
aspects of the work of other writers,'meh as well as women, who find
prevailing novel forms inadequate to- express what they define as real.
A dichotomy emerges between writers who emphasize the object perceived

vand those who emphasize-the perceiver and, amOng the lattgr, between

RN

, e _ : W »

those who explain what occurs in a character'svmind and those who, in
. . . 5 . .

' B . : : o e

‘ various ways, dramatize it. The names of the novelists involved,
French Russian; and American'as well as English, are familiar. The |
critical descriptions of this phase in the novel's development are

| abundant. More illuminating than another‘list of names or another

:hgeneral discussion is the.multiple perspective one,gains_from a‘com—

- parison of.Sinclair‘s, Richardson's;land Woolf's views on the subjectl
;Still more interesting issan'examination ofvthe'related«views of some

of their,female.artist-character3.~ |

. The labels attached to the tendency in the novgl of which these
i . -, . N . . ) . e ~
| : : - } .
three women are 'a part come from se:eral sources, Including other
genrespand art media. Critics call certain_of their novels, with
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different degrees of accuracyg "imagistic" orﬂ"impressionistic‘."3 '

It is true. that the work of all three women suggests the modern break-

‘down of rigid genre and medium distinctions. All three present'fe—

\

. . . \
- male artist-characters who are not novelists \but whose views of art

xare applicahle to the novel. Experimenting themselves with alternate

vehicles -of artistic expression, all three are aware of new tendencies
2y

especially.in poetry and in the visual arts. The reaction against
traditional novel forms in which they shage”islpart of a larger climate
of experimentation. Difficulties exist in drawing parallels hetween
genres and even more so between media. Transferring terms from one

to andther'can be particularly misleading. Neyertheless, one;justi;
fiably can ignore the“adVantages and limitations geculiar to each-genre

and medium and speak of the-similar'view of reality suggested bp

parallel shifts in content and form within a'ncmber of artistic tradi-

~r

. tions. ~ . _ - ST

The primary justification for doing so within the context of this

' study is Sinclair S, Richardson s, and Woolf's tendencv to do so »

themselves. Some of Richardson s views on- the cinema are related

closely to her views on the novel as reflected in those of her female

o

artist—character Miriam, and will be considered in that light.

Woolf's familiarity through Roger Fry with- developments in French paint-
-~

ing as well as characteristics of her own art that seem to parallel

those developments are noted by a number of critics, especially in

relation to To the Lighthouse.a More useful as an,introduction{to the

volatile aesthetic climate in which these three women worked are Sin-
! : : :

clair's essays on Imagist poetry and her,presentation in fiction of

characters who are Imagists and Vorticists.

These two closely-related movements dominated the arts in England
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* between 1910 and 1919. TImagism challenged poetic tradition; Vorticism,
at’ least as Ezra Pound and some of the others sa it, extended similar

aesthétic»principles to all of the arts. The year_that the first sec—gz

tion of Pilgrimage and The Voyage Out appeared was_also the_year'when
The Egoist’devoted_an entire issue to Imagism. Sinclair contributed
an essay. In 1914 and 1915, too, Blast, a publication which was in
part a manifesto of the Vorticists was being published Disagree—
ments with the views of Marinefti, the Italian Futurist who 1ectured
frequently in. Lohdon between 1912 and 1914, as well as with certain
tendencies in French painting prompted the magazine, which included
pieces by Pound, Wyndham Leyis, Rebecca West} Ford Madox. Hueffer,
'Gaudier;Brzeska.'Eliot, and others. Scornful of sentimentality and

of everything cumberously Victorian both the Imagists and the Vorti-

N

cists stressed a clear, precise, concrete direct presentation of the
indiv1dua1 artist s perceptiOns;v The War years marked the end of
Imagism and Vorticism as movements, although not as important tenden;‘
cies in the arts. The twenties served to intensify some characteristics
'of those movemepts, 1ike the tendency to question, reject, or‘radically
redefine ideological systems and literary techniques of the past as
well as to affirm and to discover new ways to expreds as directly as

possible the immediate perceptions of the individual artist.5

- In 1917, Eliot's Prufrock ‘and Other Observations appeared was

-~

kattacked by .critjcs, and defended by Pound and’ Sinclair. In that year,

too, Sinclair presented in The Tree of Heaven not only her fictional

portrait of the miiitant suffragettes but also of the avant-garde
artists of the orevious several years. ~In her mind the two challengeg

to tradition obviously are related. 'Not‘surprisingly, the two groups
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of challengers both of whom aroused public indignation, felt some

sympathy with each other. The violent. acts of the suffragettes which

included the hacking of paintings, coincided with more and more fre—

.quent displays of avant—garde art. The Vorticists commend,the mili-
tant suffrage movement for its vitality and bravery. They ask, how-

.ever, that the suffragettes use discriminatiowﬁh? their acts of

violence and are not above poking subtlevﬁ uthem:‘

Id Destruction, as in other things, f&(

Stick to what you understand. : A

We make you a present of our votes.

Only leave works of art alone. o

You might some day destroy a B C e

Good Picture by Accident.... S

» We edmire your energy. - .
@ You and Artists are the only things (you don't mind being called

'~ things?) Left in England -

With a little Life in them.6 ~

~

v

R Sinclair Eichardsqn and Woolf as well as many of the female
artist-characters they create combine the destructive vitality of the
suffragettes with the destructive and constructive efforts of the
avant—garde artists. Not. merely women or artists, they are women
artists. They destroy art not literally but ‘Andirectly, by replacing

»traditional forms with forms more suitable to their definitions of

reality. : . ‘ o ' | “: : Co

. . , . . .
. . .‘/j__(
J .

H
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II, WOMAN OR ARTIST: .mm AND. REDEFINITION
A Bioiogy or Environment. -Two Views. of the Female Artist
"'I couldn!t’ love a woman whose cheek is kissed in public by
an actor, ‘a woman addressed as ‘'darling' in the.wings, who ' o
". cheapens herself in front of they groundlings and smiles on’ L
them, who dances with®lifted skirts and puts on male attire * I
. in order to display what I -want to be the only man to see. '
. Or, if I loved such d woman, she would give up “the theatre,
N and my love would ‘purify her.'"
- Daniel d' Arthez in Balzac s'iost Illusions (1837-43)
A (X,;&f) L :
. "'We don"t ask what a woman does--we ask. whom she belongs to "
"' . - Maggie Tulliver in. George Eliot s The Mill on the
Floss (1860) - y Y : .

/

-~

L e

A consideration oi the artist-character in literature has more

r
RN

dimensions than have been studied. The dimension of sex differences,

By

as biologically and socially defined is one of them., Hale writers

'create female as well as. male artist—characters‘ female writers create
N , . . T "

: male as well as. female artist—characters. Each sex, one suspects to
c. B fu Lo "
some extent misrepresents the artist—characters of the opposite sex,_AA

S

often by seeing them only in relation qo major characters who are likely

Y v .
to’ be of their qrn sexX. Misrepresentaé&gn however also exists in the -

, N

form of stereotyp\ss4 the nature of which‘f§ governed by the individual

_i» writer s position on. the igsue of sex differences as discussed in his
K {. ) g .

.L‘or her country and historical period Some §tereotypes are more*pereA
vasive and debilitating than others. Writers show'that.ali artists- -
have difficulties to overcome._ The male artist-character, however,

\ b

N

) whether created by a man or a woman writer, does not encounter the
assumption that his physiological functions and the social<ro1e that
they supposedly determine render him incapable of si nificant artistic

‘ production. The female artist-character either is presented

T

N



condessgn:'ngly according to‘thattassumption or has\to challenge it
(¥4 Y
.in some way. One _need no+ én unter very many of the surprisi&gly
S (
large number’ of ’such . arac- efs to obderve\the pattern.

:

Yet‘to most of the English and American literary critics wio

have focused on the artistvcharacter,'artist means male artist. /When
\ ' | . , . . ' v

they consider - issues such as the artist’ ] apprenticeship, his increas-

i

ing estrangement from the Values of a pragmatic, industrial society,

]

‘vand the effect upon his work of intimate relationship% with other
people, they occasionally refer to a female artist-character as an
'g‘exampleg when ‘her struggle parallels the male artist's, it is,worthy of
fblnote but it constitutes nothing distinctive in. itself 2 Governed 1like
.f the novelist.by their society s definition of sex differences, critics :
are. likely to’ perpetuate rather than to challenge the stereotypes en-
‘countered in the works they discuss. Critical balance is restored to » ‘"f

. " someé extent by growing numbers of studies, done mostly by women and

varying widely in quality, on the image of- women in literature as well

"as on female writers and the. attitudes toward woman"' s situation re-

,/

fleeted in bern their 1ives and fiction.m 0ccasiona11y in these studies
{ x

: ‘3
the female artist-character receives some attention. - Yet even these
critics assume, often correctly, that such a character is more important

in a particular novel as a woman than as an. artist without recognizing d//

3

that this very fact is part of ‘a pattern worth defining in more detail.

Characterizations and discussions of female artists in the nineteenth
[

- and early twentieth centuries indicate agreement on the inferiority of
women s productivity and achievement in the arts with the exceptions of

the theatre and possibly thésnovel 2 Disagreement exists, however, about .
N’
the ‘Teasons for the disparity and abou'

u\.

;egtent to which it is
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. necessary. EXplanations range upon a, continuum‘between two poles.

‘The dominant view is that women are inherently inferior in artistic
creativity because nature designates them to bear children, an all-

consuming function that necessitates neither intellect nor more exalted

impersonal varieties of emotion. Related is the assertion that just

N ¥
e

~as male geniuses have surmounted obstacles, so women, if they had any
‘}real ability, would have achieved in spite of de itating circumstances.
uThe challenging explanation is that women are th vietims of unneces— ' '
, sarily rigid social definitions and values relegating them almost .en-

' tirely ‘to biological and emotional»functions and inculcating from -an
early age insurmountable feelings of inferiority in the face of_ other
ekinds of activities. Advocates of this position insist that the ar--.
;tistic potential of the two sexes cannot be evaluated orcompared until
‘both are given equal encouragement, training, and opportunities to de-

velop® whatever abilities they might possess. Which position a writer
v,favors depends to some ‘extent but not entirely upon his or her sex,

Byron s much—quoted observation that love constitutes part of a

‘«man s life but all of a woman s is affirmed by - the Darwinian'biologists

of the Victorian period as well as by major psychologis‘. Women~ they'

' say,'create babies and harmonious homes not art. Possessing intuition,
-4

not intellect, they can deal with individuals and their relationshigs

"as well as with concrete every _ experiences but not . with aggregates,

iustitutions,'and abstract systemsvof thought. Women are by nature dé—
~

4.. -»\..'.:v -
Ipendent, not independent, passive, not’ active altruistic not egoistic.g
. \ . (~ /,.. P =y :
Therefore, as Graf in George Eliot s ﬂArmghrt" (1871)1 Dick Heldar in :

Kipling s The Li ht That Failed (1891) and numerous other men in literature

think they ought to be more willing than men to give up careers for love._

’," - N ,\
R - . .



19
o ) S
To refuse to do so is absurd since they cannot be successful any-
way. Because a woman's biological characteristicsQSUpposedly ar est

her intellectual development ‘at..a certain point, she cannot att:z'n
the androgéheity necessary for great art. Men, on the other hand, re-
tain the less—valued emotional qualities and go beyond them. They de-

AN

‘velop the intellectual attributes needed to control the emotions and to
transform mereqself—expression into_ art. When George Henry Lewes
vpoints out that male artists have feminine traits as well as masculine,
"‘bhe dqes not say that uomen‘art%éﬂs have masculine traits as well as‘femie
nine.. Women’perform admirably only in media, like the novel, where
the.major theme, love, coincides with their major concern. Almost,a cen-
:‘tury 1ater John Crowe Ransom: still maintains that the best man is‘an
‘"intellectualized woman" who keeps some feminine qualities but adds an .
intellectual dimension.S | . |

In literature-written by men female artists usually are minor N

characters, like tresses in Goethe's Wilhelm Meister (1795- 6),

~"or 1like the female artists in Thackeray s -The Newcomes (1853—5), they
. . >

L]
merely are mentioned as part of the major male character s ‘'social mili;u.

: THe attention paid these womén is so minimal that, even if they do exist
in the novel primarily. in their capacity as artists, their situations

and-abilities aré not treated in any detail. Evenvwhen a woman artist 1s -

-

a central character.o{ one of two or more equally—important-characters
in literature written by men, the fact that she is an artist is less

likely to be important than it is in literature written by women. - The

artist s developing aesthetics, struggle to create, and finished works
S

'of art generally seem difficult . for novelists to portray. When the

Y
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artist-character is a woman, however novelists either do not make the
attempt or they describe her exertions in ways that devalue their sig-
hnificance as art. Even Meredith with his outspoken admiration for

women who challenge the traditional female role is not particularly »

interested in thelr art. His Emilia, for example, in Emilia in England

(1864) and especially in Vittoria (1866), is more important as an Italian
: we I
patriot than as a singer' her artistic career is most signiffdsnt for the
* I
way it enables her tc "ravel widely, meet a variety of pe0ple and in-
"volve herself in variousaintrigues. Geohge Sand whose heroine in Con—"
suelo (1844) has similar adventures, still pays considerable ‘attention
. . .
to her artistic training and/theories. o ' -’
~ i : '

Nineteenth and early—twfntieth century essayists, novelists, and’
x4

“their characters usually voice no. objection to women pursuing varioua .
forms of art on-an amateur level. So long as such pursuits do not in-
terfere with_household dutjts»or elevate wives above their hegbands,
women may use. the arts to‘improve_their own characters as well &s the
generaIAquality of familylliie."Sir,Willoughby in eredf%h's The
Eg01st (1879) for examp’g advises Laetitia Dale, a poet, not to waste
herself on the public bjz to save-her abilities for the enjoyment of-

her husband and children._ Woman, in novels and out, are jugt as prone_\\

: to-make such recommendations aé,are men. Mrs, Ellis in The Qapghters

of England (1842),vforlexample, makes'them and adds thft to b ‘poetical,

to love and represent beauty, fitness, and order is a\greater source
: o< \

of profit and power for a woman than to fill books with poetry 6 Minor

characters like Lady Engleton in Mona Caird's The Daughters of Danaus

(1894) Madame Ratignolle in Kate Chopin 8 "The Avakening" .(1895), and

-
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numerous mothers of potential female artists in literatur§>represent_

.

the pervasiveness of this view and suggést/the formidablejhbstacle
it presents. ' '

Only a smaIIJStep isvneceSSary from the view of woman. as ‘an em-
4 »
bodiment of saesthetic principles to. the traditional representation of

\\ %}he famale artist as the facilitator or, more frequently, the in—-
4spirer of the male artist.7; E.T.A. Hoffmann's early nineteenth—century
: stories are the best examples in literature of the female artist in a
"~ wholly constructive inspirational role. More complex variants appear

elsewhere, in,‘for\example, Hans Christian Andersen s The Improvisatore

(1832) and Melville s Pierre (1852) The predecessors\;?jkhe female ’

artist in her positive inspirational role are the nine Muses, goddesses

known for theirnlovely voices, who preside over various kinds of poetry;

. 124
“art and science as well as inspire men to great efforts in these fields.

Her parallels among nonartist—characters are all the devout and devoted,
_obedient and chaste. ‘angels peopling the houses- of eighteenth and nine-.
L teenth century British and American popular literature. The inspiring
female artist is less an individual and even less an artist than an ab-
stract ideal a representative of the innocence, beauty, or divine per-
. fection to which the artist aspires. Some of the pessimism about
women's artistic potential therefore is suspended. |
Nevertheless, even the inspiring female artist usually is an act-
ress, singer, ‘psician, or dancer rather than a writer,)painter, or
_cdmposer. If the female artist moves beyond amateur standing, she most
frequently becomes a. performer rather than- a.creator. The distinction
hetueen performing and creative media is not clear-cut. Achievement

in the former;-however, is thOught to depend more upon the»personality'
. } o

i
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and emotions of the performer than upon the form and technique for.
which intellect is required. A woman who becomes an actress or singer,
therefore, emphasizes, enhances, and-utilizes rather than denies her

femininity. Peter Sherringham in James s The Tragic Muse (1890), for

example, thinks that if a woman is unfortunate enough to be attracted
to the arts, she had better choose the stage, because it provides an
outlet for the kinds of abilities she has and does not require any that
she lacks. . | ) o

“The very qualities that.supposedly bring women success asdpublic
performe;s, however;_also expose them to charges ofbimpropriety and
:even-immorality. 'A woman presumably doégtnot produce art at all. he

produces, instead, an autobiographical extension of her life. s‘

art, George Moore says, simply is "sighing and gossiping" about her

"natural affections.'?8 Not surprzgﬁngly, the operatic performances

of his EvelyneInnes in the novel that name (1898) consistblargely

of‘putting moments of her own life on stage. No imagination, invention,

or conscious artistry govern what she does. "If Nature gives me a per- -

sonality worth exhibiting,' she thinks, "the art of acting is to get

" as much. of ‘one's personality into the part as possible. nd

The tendency to characterize woman's art as a spontaneous over— .
flowing of her life was'encouraged, of'course5 by some women artists

themselves. Popular women novelists eSpecially, who could not affgrd
to be threatening to men, described themselves as domestic birds, sing— v

' ing to the w0r1d the joys and sorrSws of life in their little nests.

-

not for money or fame, ‘but because singing is as natural to them as.
cooking or sewing. QA This image of the woman artist raises the general

L

question of the relationship between the artist 8 experience and his art.



Male artists.admittedly utilize their experience in their art, but they
can invent and analyze as well as reproduce. Women are‘thought to be
wholly dependent upon their experiences. The implication exists in

many treatments of the female artist that a dichotomy necessarily exists
between life and any art of- real signif&ﬁance. True genius supposedly
is a gift bestowed ‘from on high from a realm which, in the Christian
tradition is reached by women indirectly, throug men. With the ex-
ception of Grillparzer 8 Sappho (1818), female art st—characters rarely
are presented as’ chosen by the gods and driven by an unquenchable divine
fire." Their»small flame usually is kindled at “the domestic hearth.

If woman's artvislautobiography,-then itlis not respectable.. No

nice woman displays'her person and her emotionslin public.' Those who

do so may be applauded, but they also are suspected‘andgfeared. Their
foremothers are the Sirens, destructive sea nvmph; whose exquisite
.voi\gs and tempting songs enchanfed sailors, thez}lured them to their
deaths.. Their parallels in literature are all of the fatal ladies with-
out souls minds, honor modesty, or purity who sap the male's energy '
and frustrate his career. In a number of novels,'usually written by meun,
the major theme is an actress s or a singer s reaIization ‘that her life
is worldly, sensual and immoral As a result,‘she renounces her career._‘
Charles Read s Margaret Woff(;gton (1852), George Moore's Evelvn Innes
,(1898), and Hal Caine's Glory Quayle (1898) all do so. Conrad Percy s

. view of the acyress and of the female artist in general in Geraldine\%§5

‘ Jewaury‘s The‘Ha1f+SisterS'(1849) typifies the one t&'which these

characters acquiesce. Percy admires omen who are charmingly and grace-‘

AY

fullyiéelpless, unobtrusively religio s, pure and ahove all modest.

The essence of femininity is belonging to one man, looking to” him for -

. 3
/ . . .
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protection, confiding in’ him alone, and accepting his opinions and

decisions. -In no way can a woman whoiis an actress or even a writer

v

meet these standards.b According to Percy N

"A woman who makes her mind public, or exhibits herself in any
way, no matter how it may be dignified by the title of art,
seems to me little better than a woman of a nameless class. I
am more jealous of the mind than of the body; and, to’ me, there
'is something revolting in the notion of a woman who professes '
to love and belong to you alone, going and printing the secrets
of her inmost heart, the most sacred workings of her soul, for

~ the benefit of all who can pay for them. What is the value of

. a woman whom everyone who chooses may know as much about <as
you -do yourself? The stage is still worse, for that is publish-

ing both mind and body too. "1l
Women. in the theatre Percy charges, tend to be independent, frank
.vain, and more aware of the evil in the world than they shouid be'
’public not private property, their virtue continually may be epeculated
about and tried. _Moreover, they comply with»the demands of audiences‘
‘whose members want their boredom assuaged not their minds elevated
Thef¥ limited physical strength ‘lack of concentration and dislike of
"hard work, moreover, cause women to struggle to'do what men can do
~much better. In sum, they lose all their’ value as private property
3
‘without becoming property—owners themselves, -and they sacrifice all
‘feminine charm without being able to attain masculine intelligence. T
_ As Percy s comment ‘makes. clear, whehever the assumption that ;h

women s art is emotional self—expression prevails, she is subject to
charges of immodesty and immorality, whatever her artistic medium .In K
. the case of the female‘writer, part of_the(geason for the charge is

that the novel, for many decades, was not considered a respectable B
genre even for’ men.12 The insistence of reviewers and critics upon

-reading women's writing as autobiography combined with the diarepute

of the novel in general often required women to preserve their

P



" treat in he

) (1894),vfo eiample? publishes her book,'"Obsessions,f under the name

~to suppott themselves or others. ‘In many cases they see art as a.trade o

25

_ 'teputations, if indeed they were not novelists because they‘already

had none to ose, by publishing anonymously or under pseudonyms. A

pseudonym s particularly necessary if the woman writer wants to

fiction problems that women are not supposed to know about

-or at leas$ to discuss. Miss Collop in James s "The Death=of the Lion"

Guy Walsingham. As a»jOurnalist.in the story explains, a book with ,d;:a

such a title might look a bit indelicate if it were written by a "Miss."
ThevreaSons why a woman pursues art are of major concern in most -
presentations of female artists in literature. In many cases, multiple

motives exist, but when the female artist—character is the creation of

‘a writer dho believes that love constitutes all“of 1ife for afwoman,

' commitment to art- is Tess kély than financial necessity or vanity /

to be significant. The att-ibution of nonaesthetic motives to.. the/ée—

male artist is not, of course, unjust. Art is not a major’ concern among
large numbers of women, as, indeed, George Eliot and 1ater Virginiak
Hoolf and Simone de Beauvoir complain. Neither is art a major ‘concern

i among a substantial number of male artists, as Gissing s The New Grub

Street (1891) suggests. Nevertheless, the numbers of male artist-
characters in fiction uhg atefnot committed to art is balanced if not

&~

Noutweighed by male artist-characters who are both committed.and able.

Men, whatever some ' of them actually produce, presumably have ' the

potential for great artistic achievement while women, because of what
i.

some o£ them produce, presumably have not. .

Hany female attists 1n fiction pursue their art primarily in. order

»

and leatn it to please the public. The lack.of'conflict between its’
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standards and.their,own suggests -that they are incapable of anything
other than p0pu1arvwork. The female‘novelists‘in James's‘short stories
. are the best of many examples. Jane highmore in "The Next Time" (1895)
thinks she:experiences a conflict in standards, but cannot produce a
serious work of art even when she tries."'Ralph Limbert, on the other -
hand, whose novels are admired-only by a small group of‘reputable
" critics, cannot produce a popular novel.  Similarly, Greville Fane‘invq
v‘"Greville Fane" (1893) trains her son to be a novelist by providing him
with the broad range of experiences that she, as a woman, has been dee

ax
nied. The irony is that even when she has unusual experiences, she R

writes in the same hackneyed manner as before. '
A few male writers do present female artist-characters who experi-

ence a genuine conflict between what they must do to earn money and :

their.aesthetic standards. Meredith's Diana in Diana'of the Crossways

(1885), for example, feels that her artistic integrity often is compro-
mised by her pressing financial needs. Nothing in the novel indicates
that her assessment of her potential is in error. In Ford Madox Pord's‘fd

Some Do Not .« e e (1924) and A.Man Could Stand Up (1926) Valentine Wan-

'nop ‘defines her mother s situation in a similar way. Even Francie For— i

syte in Galsworthy s The Man of Pr;perty (1906) might have composed

better pieces of music had she not been influenced by the Forsyte ten- e
dency to evaluate works of art- according to the prices they bring The
pfamily approves of her popular songs but disapproves of her attempt to
'gwrite ‘a violin sonata because it likely will not sell

" The prevailing condescension or contempt accorded the female artist
earning her living by her art sometimes is an extension of the attitude

toward single women in general Such women usually have no men to,support
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them and supposedly are prevented from fulfilling;themselves in the
only possible way; as self-Sacrificing wives"and mothers. The‘physical
unattractiveness that has prevented their finding husbands or the fussi-
ness, ill—temper ‘and tendency to meddle thought to result from frus-
trated wasted lives make them subject to pity or ridicule. The‘reaction
of writers as well as other characters in 1iterature to spinsters and
their occupations however, seems considerably less uncomprehending than :
it is to women who actually choose to remain single or who leave unsym—
pathetic husbands and families in order to pursue their art or some other
caree;?;? Such women are fairly common in novels written by women,
‘but difficplt to find, except in Shaw's works, in novels written by men.
Since '@ woman supposedly cannot succeed in an artistic endeavor
Aher wotive, 1f it is not money, must be vanity Gissing s Alma in The
i: Whirlpool (1897) for example pretends to love music but, the narrator
- ’ tells us,_really works for attention and praise. Married, she is equally
’“f'iadept depending upon her audience, at’ playing the role of the artist who

'LJJM
: c%nnot be expected to exhibit the traditional woman ly qualities and the.

e
dkife and mSther: who renounces her art- for her- family She seeks public

f:im not only to satisfy her own vanity but also to prove her hus-

. -

'}wrong in believing her incapable of professional success. To suc-

v7¢eg she relies however, not up‘n disciplined practice, but upon her

Y .

?im_ apérior to particular men also motivate Strindberg s and Kipling s
Rl :
female artists.

Male wriﬁprs attribute som gdmmitment to art to a’ few female ar—

v i
’ tist—characters. Some of them ﬁ%éLisaveta Ivanovna, the painter in
T . ) - & .

SN - . ,



y . 28
Mann‘sb"Tonio Kroger" (1903). are committed to art but, because, of
point of view, their ability is difficult to determine. Several, all
in creative. media, have the commitment but clearly not the ability to

Justify it. Hawthorne s Hilda in The Marble Faun (1859), Strindberg's

Bertha in Comrades (1888), and Kipling's Maisie in The Light That Failed

(1891) are among them. The ones with both commitment and ability are
almost all performing artists. ‘Reade's Margaret Woffington and James's

"Miriam Rooth are ‘more typical of’suchofemale artist-characters than is

C -

the most consummate performing female artist created by aigzle novelist;

Proust's Berma. Reade's character and James's both put the work of art,
the demands”of the play,‘before self-display.. Proust's Marcel however,
ultimately sees Berma not just as a skilled performer in a play but as
- the creator of another work of art that illuminates the first. So to—
tally does she absorb her part that no deliberation is apparent in her
moves. Her art superbly conceals her art. . - : «
| These novels reflect a larger society in which critics treat women
condescendingly when they attempt to create in media where they have
'been relatively successful as performers. They are expected,.in other
words, to know their place. "In music,vfor example, they arelsingers
‘and possiblykpianistsvor yioliniéts, but not composers. lln the~theatre.
they'are actresses;'not playwrights. Wbmen initially found acceptance |
less difficult as choreographers, even though they are considered pri—
bmarily as dancers, because the dance was not an art form held in-suf-
ficiently high esteem.;é Whether the female artist is a composer a
“playwright, a. painter, a novelist, or a poet, however,vshe has one
recurrent complaint. When, in Elizabeth Barrett Browning 8 Aurorai

eig (1859), Romney advises Aurora to stop playing at poetry, one

¢
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reason he gives is that'she Jill dislike the condescension accorded
wome:: artists and the praise she will receive for such accomplishments
as knowing how to'spell. Critics often classify the woman artist as

a "woman composer," "voman playwright,"‘"noman painter,"'"womanwhovel-
ist," or "woman poet " not in order to isolate particular batterns in
the way- she is treated but becaus- . they judge her work by a different
inferior set of standards. They c. sider successful works by women
plagiarisms from works by male artists.ls' Unsuccessful works they ex-
plain by the fact that a woman created them and describe according to
the notion that her art can be no more than an extension of her pre—
occupation with love. Not only to protect their reputations but to re-

ceive fair treatment, women hid their sex behind pseudonyms.1§

v WOmen's‘art, according to numerous critics, lacks the intellectual

dimension negfv éry to make it significant. As. Romney says in Aurora

_ ek
Leigh, women ca'éﬁ- no morerthan mediocre artists because they cannot
see beyond individuals to groups and because things of the heart, not

,things of the heaﬁ, are their preoccupations. Critics who consider

S~

=

music the most emotional of arts and who also consider vomen by nature a
emotional, still insist that they cannot compose because to do so re-
’vquires a rigid matﬂ!ematical, cold, and objective treatment of the emo-,
_.tions. A fariation on’ this theme is the assertion that women lack not
only creative imagination but also the kinds of powerful emotion;\tha% »
music best expresses, those most impersonal universal, and spiritual 17-
‘Women playwrights, too, supposedly lack the . intelligence necessary to .
treat emotional content objectively. Sensitive to realistic detail,

they cannot order it into satisfying dramatic wholes. They tend toward

sentimentality and melodrama. In dealing with characters and themes,
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they cannot rid themselves of personal biases. Finally, they:lack the
.ability to conceive of compléx tuations and large themes, as well ‘
as the sense of action upon which drama is based 18 L e :

T 7
g

Like women composers and playﬂ%}ghts, women painters are charged

<

with a lack. of intellect. Critics gepeatedfy define feminine painting

as the additionkof charming, but ulﬁ\mﬁtely superficial qualities to the
approach of one or another male master%lg .Lack of intellect manifests
itself in & reliance upon color and a neglect of line.20 The associa-
:tion between color. and emotion, line and intellect is made by William.
»Blake who,in 'The Four Zoas," presents his\male aesthetic principle,
'Los, as a draughtsman and his female consort Enitharmon, as a colorist.
<In this tradition is Kipling, whose‘male painter compliments Maisie, a
female painter ~on her sense of color but charges her with laziness as

- -a draughtsman. Similarly Katherine Anne Porter s male painter in S ___Jg
'of Fools (1945) undermines Jenny Brown s confidence in her method of

_ laying bright colors directly upon a blank canvas. .He forces her to L
use’ a muted palette and finally to shift from painting in~oils ‘to draw-

~ing in charcoal and. India ink..

In the cases of women - painters as well as womeu novelists and poets,

no performing dimension exists to which they can he relegated -even at

‘-

the.risk of their reputaﬁions. ‘In media like painting and literature,the

equivalent of the performing dimension is® the mass market that demands
NN ‘ v :
book illustration and popular literatur . Woman are allowed ‘some com-

‘r

petence in these‘ﬂg@ivit!g . If they wan recégnition as serious ar-

x‘i AN

tists, however, they e/pounter considerabl hostility. That hostility
is especially appérent in painting, perhaygs because of the extremely

”l_hlong, male—dominated tradition. In Strin berg 23 play, Comrades (1888)

W g \ .
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Axel, admits’%hat he resents any recognition his wife might win as a
painter for two reasons.. His own palnting is.superior because he is
‘a man.' Moreover, he resents the fact that women painters now work ;

under more favorablewconditions than do men. After men' struggle to

~ A

establish traditions and develop techniques, women step 1n, find;men
to finance their lessons at art academies, and buy'the product of cen—
turies. Axel insists that women  could have partic1pated in the struggle

had they wanted to or been capable of doing so. ij.they insist upon

stepping into the picture.at this stage, he thinks, they had- better do
. . B

so with something of their own.,.Thefblot of the play justifies Axel's
hostility toward female painters. Bertha s picture is accepted by
the Salon and his is refd/ed because he magnanimously has switched

' their names. Bertha's apparent success&unmasks her motives, greed r

fame and a desire to usurp her husband's ordained superiority. Kipling's
R 4 '

painter .in The Light That Failed (1891) reacts to Maisie 'S desire to

profit from h1s teaching in a similarcaay.‘ She wants to obtain the
‘easy way what he struggled for ten years to define an: perfect. In -
both cases the suggestion is that if male artists charitably aid female
artists, they will create Promethean or Satanic monsters who will turn
—
»upon them._ The unintended irony is that these male painters whofscorn .
'.Qomen s ability, for some reason fear it. . o -
Feminine fiction% like feminine musical compositlons, plays and
‘paintings, repeatedly is descxibed -as limited in scope, subjective,
; and inadequate as art. Women s writing, many critics agree, 1nevitably
is confined to close observation and reproduction of details drawn '
from the authbr's immediate domestic and natural surroundings as well

[}

as an understanding and renditign/of personal relationships, especially

. '\‘.,
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those between men an¢ women. Indeed, one explanation for women's ini-

e

- tial attraction to novel is that it did not seem 'to require,

v

specialized 1earning and a detailed acquaintance with public affairs.z'1 :

Touched—up or daydream versions of the author's own 1ife sufficed Be-
(

’

cause of their lack of intellect women writers may exhibit less dis—
illusionment and pessimism but they compensate with their prejudices,
didacticism snobbery, and chauvinism. Because of these limitations

critics and ¢reators of female artist—characters often charge them with
triviality.zg James's Greville Fane and Forster s Eleanor Lavish in A

Room with a View (1908), for ;example, write novels that in subject—matter

A . 4

are sentimental and romantic. The narrator of Hawthorne's The Marble
Faun (1859) remarks that, in writing as in‘painﬂﬁng, women are capable
of little else. Along with lack of intellect go illogicality, lack of

discipline, and the obliviousness ta. overall structure and pr0portion
. { :
necessary to a successful work of art. Women writers in’ literature, 1ike

B}

Forster s Miss Lavish and James s. Greville rane, have little sense of
grammar or of form.‘ Another explanatiOnvfor women's initial attractionﬂv

to the novel is that it was new, unformed “and undisciplined With

£
s

»feVEr formidable. male predecessors, it had a reputation for being aes-
Athetically inferior and less: rigorous than poetry and drama.23 Moreover,
it had affinities with simple storytelling, letter—writing, ‘and journ81¢

keeping. : K

In the novel however women generally are credited with having

'contributed something of their own. Most historians of the genre attri-
. 4 -

~ bute to women a wide variety of innovations in both content and form. 4

‘.What critics congider weaknesses in women' 8 art in general they often

treat,as strengths-appropriate to prose fictioh. .The'practical, common—
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!

sensical realism of womenls work as well as the depiction'of'their own -

~

emotions and experiences, many of which men do not have, are important.

Critics, in fact, look for a feminine tradition or a feminine

o N

'strain in the nOVel.‘ One group. looks for it largely among the women

writers- of the last century, defines two opposing tendencies, dnd praises

‘ one as truly(feminine.25~ Some’ confusion frequently exists bet&een a con-

N N

: sideration of the woman writer s subject—matter and a consideration of

. her treatment of 1it. The woman writer who is most feminine reproduces

“her own limited experience, nerhaps idealized somevhat, and does so with

~

little detachment or perspective; If she attains some distance, as does

Jane Austen presumably.she still. is sufficiently feminine to satisfy

~the critics who consider that a virtue. These critics condemn, or at

-least doubt the value or. authenticity of the insights of any woman writer'

l who creates a larger fictional world and exhibits some ‘ability to analyze_

and to deal with abstract ideas. They label her, as George Eliot so ’

"often 1is labeled essentially a masculine writer.26 Another group of

critics speaks of masculine and feminine strains in the novel ind?pen—
: ’

- dent of the biological sex of the writers discussed. These critics,.

El

most . of whom look to Fielding for the ma3culine strain, are as likely

to look to- SamueI\Richardson as to any of the women novelists for the

feminine. Moreover they note justifiably, that the masters of the

’ genre in England transcend such an overly—simple dichotomy.27

To trace- changes in the novel and in the attitude of society toe

ward it is to trace changes in the attftude toward the female novelist

.and touard ‘women in general Whether women novelists influenced the

n -

5voman 8 movement more. than the movement influenced the novelists is dif—

¢

ficult to determine.zs‘ Nevertheless, many ‘women used the novel as a
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forum for their opinions about-their situation. Possibly for that
reason, many criti£§ of the novel are\ready to entertain alternate ex—
planations for women's lack of significant artistic achievement. The At
charge that they simply lack imaginative or intellectual ability is
-balanced hy.environmental explanations. vAnyilimitations, for example,
'in the subject-matter with which' women can deal authoritatively result

_ from the severe restrictions placed upon their experience, their in-
ferior education plus their:lack of exposure not only to physical dangers

and hardships but also to adventure ‘and action.

4

Critics who make these points are»in‘thebtradition of writers who -
apply to the female artist'the ideas o;-Mary ﬁollstonecraft.zg' She is
concerned with the development of women's minds and morals rather than
with their creativity. In fact, she assotiates the arts, at least as

women are exposed to them, with the emotions upon which they too readily
are taught to depend Nevertheless, her insistence that women's abili—
ties cannot be evaluated until given outlet and her emphasis upon their
characteristics as the products of a social environment that thwarts
their deve10pment are themes dwelt upon by later commentators on womeu 8
artistic potential As Hadame de Sta€l's Corinne (1807) who chooses to
1ive in Italy after spending some time in the British Isles, says,’
"'nothing is more quenching than a constant look of disapprobation, .'. . .
A small object near you will intercept_;he sun 8 rays' 'so the society
surrounding‘affects you'. - v s so.those who would be happy, and enjoy ’
* the developing of - their taleats, must choose a congenial atmosphere 1030
The critics, novelists, and female artist;char ters in the Woll- -

'stonecraft tradition challenge the idea that love inevitably constitutes

- a woman's life.\\She only seems to have more necessity for love than a.
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man does, Miriam points out in Hawthorne's The Marble Faun (1859), be-

¢ : = W » . ','? 3

cause she has been denjed all other outlets for heY'commil ents and ‘

affections. 1If women were allowed to dirétt;theiryenergies,into other
channels and given the same chances to_do so asvmen, they also'may de~
velop the androgyneity'considered necessary t0_§reat art. A number of
female artist—characters, usually among those created by women, possess
such wholeness. When Madame de Staél's Corinne. suvgests that the per—
fection of many works of Greek‘sculpture.depends upon the unity of mas-

v

culine strength with feminine softness, she reflects the ‘inclusiveness of

a

her own blend of. temperaments and. abilities.- Similarly, George Sand'

o

lﬁ.,

Consuelo balances in herself thmhopposing northern and SOuthern ‘mascu- .
line and feminine chargcteristics of the two men sh loves and, by doing

s0, avoids the excesses of‘each. When the female aitist—rnaracterwdoes

o not represent inclusiveness herself, as Corinne and Consuelo do, she

often represents the fundamental portion of a, wholenes s advoca: od by the )

e

novel in which she appears» Both E.B. Brouning_s Aurora Leigh (1859)

and Rebecca‘West s Harriet Hume_(l929) dramatize two sides of the human
character the masculine-and the feminine,‘that need'each other.v In
: both cases the pragmatic masculine side which dominates society; must
acknowledge and value the‘poetic,‘spiritual feminine side. It must do -
so in order to reach truth vhich Aurora Leigh concludes, transcends
sex distinctions and belongs to God

Novelists frequently suggest the inclusiveness associated with o
‘ ':androgyneity by attributing to the female artist not masculine qualiaj
ties but those a utilitarian society considers foreign, exotic, wild
or mysterious, Hbmen artists, like the male artists reared in such a
societgfpresumably sﬁ%oq;its values. If meniare to be practical;vuomen-b

)
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are to foster practicality. Any'enthusiasm.forvart or passionate re-
sponse to life requires explanation and justification.‘ In a society
“that does not value the arts or the- emotions, a major explanation for
both is a foreign influence or foreign blood. The‘unusual phenomenon
.of the female artist, who is less 1ike1y than the male artist to gravel
is best explained by exotic parentage. Since both art,and passion
traditionally are associated, for example'by the.English Romanticsc31
with Italy,'female artist—characters often are all or part Italian.
Coethe's_enigmatic Mignon and some of Hoffmann's female'artistéeharac-
ters are Italian.i.Nicknamed'"tbe Gypsy;" athe Zingarella,"'Sand's Con-
suelo is I-alian with a Bohemian element. George Eliot's Caterina'iS'
Italian, but she is raised in England by guardians.

| Her situation resembles that of several female artist-characters
with mixed heritages. Meredith's Emilia has an Italian father, who vaS‘_
_exiled for his complicity in a plot to free Italy from Austrian domina— .
tionm, and an English mother; Hawthorme's Hiriam has an English mother
with some Jewish blood and an Italian nobleman “for a father. In‘novels
_written by women, howeyer, the female artist—éharacter s-mothervrather'
than her.father more often is Italian. This fact reflects the freedom |
of men to travel .and, if they wish, to behave irresponsibly toward the ,

women they meet in foreign countries. More importantly, it implies a

definition of England and some other northern European countries as

RIS
CF Nt

cultures in which masculine rationality “and. materialism are dominant

and Italy as one in which feminine irrationality and art prevail. gSuch~- ‘-

N

a character does appear - in Hoffmann's. "Rat Krespel" (1813) but the e
major prototype is Hadame de Stael's Corinne, who has an English father

and an Italian mother. Published-in l807vand translated in the same

S
-
Lo
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year into English,‘Corinne was wellfknown in England and America in
. ~ . N

the nineteenth century. It clearly. is in the.backgroundAof'many sub-

sequent portrayals of women and of female artists in these'countries.:?2

Hawthorne s Miriam identifies specifically with Corinne. Jewsbury's

‘

Bianca in The Half Sisters (1848), like Corinne, ‘has an English father -

v

and an Italian mother. Her English half-sister, however, is the one
who actually reads Madame de Sta®l's novel. Browning [ Aurora Leigh
4,does not mention Corinne but, with her English father and Italian

mother, she folloys the pattern. .v_# @

Even if their potential androgeneity is acknowledged, female'ar-'

tists have trouble actually producing art. Florence Nightingale, in )

"Cassandra," for- example mentions lack of encouragement and training,

but emphasizes lack of time' o o C éﬁﬁ%

Mrs. A. has the imagination, the poetry of a Murillo, and has

suf ficient power of execution to show that she might. have had

a great deal more. Why is ‘'she not a Murillo? From a material
difficulty, not a mental one. If she has a knife and fork in
her hands for three hours Jdf the day, she cannot have a pencil’
or brush . . . . If she has a pen and ink in her hands during .
other three hours, writing answers for the penny post, again, she
cannot have her pencil, and so ad infinitum through life/33

TWOmen cannot pursue any intellectual or artistic activity systematically,
”she adds, because of the prevailing notion that nothing they do, - ex—
cept nurse babies, is of such importance that it cannot be interrupted

- They must'subordinate their desires ggr individual develdpment to the

KX

demands'Of‘husband and children; If women want time to themselves vith—

out offending anyone, they must either get up ‘early or stay up late.

Men could not achieve, she suggests, under.such conditions.

The most- complete nineteenth—century dramatization of the effect‘

-of circumstances upon the female artist is Mona Caird's The Daughters of




‘Danaus (1894).. Overtly didactic, the novel opens with and frequently |,

38
refers back to a discussion of Emerson's view that a man's character

determines his circumstances, not vice versa. Hadria Fullerton, Caird's

female artist—charaéter, reluctantly disagrees. She suggests that the

triumph of some great artists over adverse conditions does nothing to

: A ‘ - |
.prove that numerous others have not been vanquished. When, for example,

gifted women of her own comfértably wealthy social class desire ‘to de-
velop and gaini%écognition for their ébilities, they have more diffi-'.
cuity than men because the traditions of sbciety g:aht women so'little
freedom. Even Valeria‘Du'Prél; é relatively.suécessful néQelist who
believes tﬁat will can triumﬁh over.circumstances, cautidns that all

of one's energy may be spent in the struggle and that the triumph hay

‘arrive tooe late. “While she liﬁeg with her parents, Hadria's composing

is thwarted ﬁhether_she insists upon being granted time and solitude
or gives iﬂ'to her mother's demands on her energies. In the former in-
stance,thevupheéval which precedes her solitude leaves her nervous and

depféssed. In the latter 1nstaﬁpe,_she‘has no solitude at all, If shé

~ avoids the issue_andbstays up nights to work on her chpositions,;melan4 |

choiy pieces with titles like "Futility," her health suffers.

Hadria concludes that circumstances usually destroy in women most

et

- of what elevates human beings above animals. Neither defiance nor sub-

mission solves their problems. Her own abortive rebellion is illustra-

‘tive. Leaving husband and children in order to study music in Paris,

Ly .

she must return to Enélénd when her father loses his money and her

mother's health fails. This illness, partlj a result’ of Hadria's rebel-

~ 1ion, will préve fatal if the patient 1is oppdsé&vin anythihg. vTherefbre,

Hadria must sacrifice her ambitions and:considerabie ability as a
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'cdmpnser tovghe endless details of managing both her'parents' household
and her own. She compares the situation of women to that of a healthy
sapling stunted and bent because it must grow in a cranny, but she ob-
serves that the sapling makesicracks'in the masonry and thus takes its
revenge; eventually thevbuilding will tumble. wbmen, she hopes? will
not endlessly draw water in sieves iike the daughters of Danaus in the
myth and.think they are useful simnly because theirvoccupation'tFres

them.

Until such progress' is made, however, the pattern in the female

Kilnstlerroman often,vill,be a va;iation of the pat;ern in the male. In:.
tne latter the potentialvartist conffonts‘obetacies_but usually achieve;
some awareneésfnf hie vocation, even‘some negree of aftistic maturity.
Society's definition of the mele role preeludes neitnernartieticlpo-
tential‘nor~fn1fillment by,neans of art. Somevmembershof a preétical
soclety nayAthing ne cnuld put'hie energies-to:better uSe,‘but.others,
usually wnnen, nillingly_sacrifice 50 that he may.gain nis enns. In

- the female Kunstlerroman, the pattern nore often is one of frustration,

',disillusionment resignation, or even, as 1in the case of Olive Schrein—
er's Lyndall death. When cirenmsgenees are overcome,-as they are by
Mary Austin's Qlivia, they afé overeome at conSidereble cost;

-John Stewart Mill, a much‘iees ang;y advpcane of nhe environmental
exnlanation then either Florence Négﬁtingale or Hnne Caird,.pointé‘qut'
;hat,:in,additinn te beiné taught to givéetheir ;ine tn e&eryone else,
numeneare nnt eneouraged, es men ere,‘to be eager.fo; celebrity, to
:think of.themseives as nfofessionals except in the-theatre, ofvto,con-
siaer themseiﬁes cifaeofs'nf art father,tban performers.. Tﬁeir achieve—

ments equal men's if they are eompared to amateur not professional male.

e,
T e
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artists and presumably,ﬁalthough Mill does'not say s0, to male oerform—‘
ers rather than male creators. Againstvthe recurrent charge that fe-
male artists lack originality, Mill points ont that originality re-
'ouires a full knowledge of the results of previous thinking and that
'women have‘not had. the necessary education} Moreover, any thoughts
they have had probably were lost through lack of encouragement and
expression.34”
The case Bertha makes in Strindberg's Comrades (1888) against'
"ﬁiei;_her‘husband; echoes sone of Mill'Sfpo£nts. It is worth conSioer-
ation apart from the context of Strindberg's'misogyny. Contrary to het::
hushand, Bertha insistS'that'yomen have_not,been allowed to particioate:‘
hin the struggle to establgsh techniques and.traditiOns_in painting; b
‘She wins the right to hire nude male models on the‘grounds that Axei
_has nude female models;’but‘she,cannot'ovefcome his viewvof the situa—
tion,as_deplorable.' His reaction'snpports-her case.’ So does a good deal
nofhekternal evidence. Women, in painting as in some-of'the‘other.art
‘media;‘have been‘denied adequate training | Even when art schools fi-
nally began to admit them, female artists confronted financial and
academic obstacles that their male counterparts did not have to face.
Administrators opposed their protests against inequities by insisting
thatimoney an? training were wasted on women who u5ually married and gave
'dp their art. Criticiaed for'inferior work and denied the means.to im-
prove, women were exnected to continue and even to achieve; 1f theyl'
could not draw credible hﬁman7bodiea,during~periods when' the human form L
oominateo painting-and sculptnre,;often they could not do.so because
can‘intensiye study of anatony andvdrawing‘from nude models was'considered

‘unsuitable for women. - Only'inithe late ni&eteenth century did they begin -
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to have access to such training, often separate from,their studies at
art academiea:and‘often at their own expense.;s |

In literature writtenfhy women during"the‘hineteenth and twentieth
centnriea, the female artist more frequently than in literature.written
by men is an important character and is so in her capacity as artist.
‘As female artist—characters may be relegated to part of the social milieu
or to their importance/in a male artist-character's life‘in novels writ-
ten by men, so male artist; haracters may be relegated to similar posi- -
tions in novels written hy‘zomen.' Rarely, however, does the male‘artist
iqnbody an aesthetic 1deal to which the female artist aspires. Related
to the rejection of the. idea that a woman\s life 'is love is a rejection K

of the idea that her art is, as in the case of Wilde's Sybil Vane,fﬁ%;d

substitute for love. Nor is it wholly dependent upon love for somé;““;u_‘i

Lowe may cause an improvement in the female artist's art because‘it ados;“v
a warmth previously lacking, or, more freouently, because _she .uses her

art to win a man‘s approval. _
In Evelyn Innes (1898) Moorefs bwen:Asher s:;s'that men originally '

needed art to woo women and then became interested in it for its own
Sake..‘Women, who had no such need, did not become artists.: Asher's
'ohservation, based on the assumption that‘menfare the active and wOmen
the_passive parties in_relationships'between.the sekes, is_not supported
by thelliterature'in whichffemale artistfcharacters appear; Actresses
anéhsingers often view their art,_on one level ‘at leaSt,'as a means of
increasing their worth in the ewes ofhparticular men or asvgifts'of’them—
selves to the men they love. lhis element isppresent in the art of
Madame de Stael's Corinne,-Jewsbury;s’Bianca, and Mary AUstinfa'Oliwia."

All of these women, howéver,‘are talented whether out of love or in



- and are committed to.art for its own sake. .The actresses in Austin's

Do . _ | R 42

novel conclude that all experience is useful to the actress, including
YT
h .

the experience of not being in love. As Browning's Aurora Leigh asks,-

"Must I work in vain,/ Without the approbation of a man?/ It cannot
O .

be; it shall not."36

Ironically, the men whom female artists try to impress with their
art often are repelled by it. Women writers; however, less frequently

. »” .
accept the'charge;that women in'the performing arts or in any of the

o

creativial

Ldigﬂinevitably behave improperly or immorally. If the seri-.

ous woman artist actually is immoral Mona Caird insists in The Daugh—

N

ters of Danaus, she is S0 because her abilities have been thwarted by

uzﬁiances and her energies forced into corﬁhpt channefs.- Conrad

:f_fy§§§view of the actress in Jewsbury s The Half Sisters is chal-

lenged by Lord Melton on’ similar grounds. The woman who-is kept de-

: pendent and ignorant of the world whose abilities have no legitimate

outlet not the woman pursuing a public career, is likely to be corrupt.

In the case of the actress Helton points to the hypocrisy of men who

applaud her vigorously every night yet are contemptuous of her profes-

sion.' He points out, in addition,_the'injustice of condemning the act-
; T TR ' v -
ress because her audience consists largely of people with inferior mo-

tives and tastes. . Regard_ess of her audience; the actress can be moti-

.vated by a love for her art.

Melton's attitude governs the characterization of many  female ar-

-tistsfhy eqxlier'women’noyelists. Unlike'many‘malefwriters,athese

women tend to present, not female artists who renounce their inevitably

- immoral careers, but women who, in the midst of unsavory surroundings .

remain virtuous. Hadame'de‘StaEl_does not dwell upon the issue in
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‘Corinne; she merely gives no indication that Corinne's many male fol-
: N

lowers might be anything more than friends. Sand's Consuelo, however, =,
V4

A

is aggressiyely virtuous and deveodt in spite of continual exposure to

vice. Jewsbury's Bianca and Eliot's Mirah Lapidoth are in this tradi-

: Y o -
tion as well as, among f le artist-characters in creative media,

Browning's Aurora Leigh, {Anne Bront&'s Helen Huntingdon, and Mrs: Craik's

Olive. . ' )
f

One reason for this tendency in the charaCterizatiOn of female ar-

-

tists by women - is .the greater role commitment to art plays in their

.‘careers. That commitment moreover, often is justified by real ability.

L

"Even when finanecial necessiﬁé?motivates them, it;more frequently is

combined with a.love o{%@ﬁtéﬂ The need for money may- be the’initial im-
petus and-love of the art may develon, as in‘the casesvof Jewsbury's
Bianca and Mrs.'Créik's‘OIive. An already-existing‘love of art may
prove'lucrative in a time of economic distress as‘in‘the case of Anne
Bronte's Helen Huntingdon. ‘Or.the-need for money-may compel thevfemale |
artist to utilize some inferior dimension of her ability so»tnat she |
é%n remain sufficiently independent to practice as-a serious artist.
Browningfs Aurora, for example, decides:to earn pef living by.prose
rather tnan by‘the poetry'to uhich she is‘committed as an arti§t. The
kind of poetry.thatlsells, she is conyinced, invariably is;'I:vad.t
George°Sand in Consuelo (l844) pits the assertion‘that female ar-
'tists can.bevmotiyated by loye for art.against the charge of vanity;
She contrasts Consuelo to Anzoletto, a male singer and actor. He, not
she, is vain and covets applause._ Instead of studying thoroughly any

music or any of the techniques necessary to render it with taste and

understanding, he relies upon his own audacious touches and his physical E

——
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attractiveness to win him instant acclaim. Consuelo, in contrast),

‘relies upon\careful preparation'and loving comprehension of the work she

! Y

performs rather than upon superficial flourishes or her beauty, which
in fact, is not striking. = Sand does not imply that female artists are
- without vanity; the existence in the novel of singers like Corilla _
.proves otherwise. She does.suggest that the same vanity characteristic
of So many women in ‘the theatre’ ‘motivates many men who become actors.,
The existence of an audie?ce affects performers, regardless of sex; in?
the same - way. Consuelo s commitment to art indicates the likelihood ¥
of exceptions existing among women as well as améng men. .Other somen

writers, juxtapose female- artist-characters motivated by vanity to com-

mitted ones. In Daniel Deronda (1876) for example, George Eliot jux- i

taposes Gwendolyn.Harleth's misguided reasons forlwanting to become an
actress to Mirah Lapidoth's unassuming application to her‘Singing.
More recently, &ebecca West in The Fountain Overflows (1957) contrasts'

; ¥
‘Cordelia s vaniZy and lack of real ability to the modesty and - skill of

her mother-and her sisters.

Tecent male writersvand.characters are4less critical of the
mora itylof female artists and artist—characters; more recent female
writers are less defensive about it. To a certain ektent the issue is
dated. Shaw, for example, puts the blame for any supposed immorality 0

' upon-society. If it ignores the actress's personal meritsvand refuses

either to accept her socially or to aid her financially, it encouragea

her to become indifferent to its opinions or forces her into situations

it defines as immoral. Shaw swthaEacterization of Susanna Conolly,

' whose stage.name'ironically-is Lalage Virtue, in The Irrational Knot °
o , e ; _ . .
. ps

(1880), 1ike Mary Austin's A Woman of Genius (1912) dramatize this point. .



O, ditional notions of feminine virtue. Some live with men they love be—

¢ Tweritieth-century women novelists present female artist-characters
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Az

who while not profligate, understandably deviate from too-rigid tra-

cause, for some reason, they cannot marry them; others dovnot“want to

' combine careers with'traditional marriages. In. addition to Austin s

Olivia, the situations of Cather's Thea Kronborg and most recently,

Johnson [ Catherine Carter are illustrative.

If a maleiartist appears'in women's novels with major female

Wartist—characters, he- does so ‘as .a teacher or advisor, ‘often consider-
- ably older. 1In this respect he is not treated’ so negligently by women

.'writers as the female artist is treated by men. The male artist's

ability generallv is acknowledged and his advice is valued. Neverthe—

less when his- understanding of the problems peculiar to the female ar-

tist s situation is required, often he :iails. ‘One of the enlightened
o
male characters in Caird's The Daughters of Danaus ‘cannot understand why

a woman cannot be a wife and mother without being anything else and why

MY

-marriage cannot liberate instead of imprison. Most of the'male mentors

who “speak with some experience of female artists;'however, do not ques-

tion the institution of marriage as society'defineS<it. They simply

~conc1ude that a woman cannot be both wife and artist and then wonder why

their protegee objects. Repeatedly they advise the female artists-they
befriend to reject.the traditional female role, to marry their art in-

stead of men. Porpora in Sand s Consuelo and the old’ actor in Jews- .

bury s The Half—Sisters view the female artist as a priestess devoted

to powers higher than mortal men._ Other male mentors and friends, like

; Joui.roy in Caird's novel Vanbrugh in Mrs. Craik's' Olive, and Heggan

‘in Undset s Jenny (1930), admire women's artistic ability bu deplore
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their lack oflperseverence, commitment, and dependability, their readi-
ness "to sacrifice art for love, marriage, and motherhood. They, too,;

o

urge women to keep free,of the ties of kindred.
N A good manylfemale'artist—characters‘reject this advice and even-
tually renounce their careers. Their doing so is not so much aixejection )
of art as it is a resigned acceptance:of a situation-that .makes them

" ‘choose either it or intimate relationshlps with other people. _Art, they »

‘1n51st, is not'enough.' Agaln Madame de Sta®l's Corinne 1s seminall The

novel upholds the right of a woman to develop and exercise her ab111t1es

‘..;g

out51de of the domestic sphere, but also reflects fear and abhorrence » g
- Py

of the penalty such a woman seems to have to pay, that of loneliness {{
A

and lovelessness, because of man's inabllity to accept her in anything
. h

bgt a'tradltlonal role.37 Corinne s artistic ability is great so long :
as she does not fall serionsly in 1o§é. When she does,_the'sensitivity
that goes with-her ability causes her‘to suffer. her nniqueness and the
fhlgh expectations she has of the man she is capable of loving decrease

the probability that, if she flnds him he will be willing and free to

reciprocate. Like Corinne, Jewsbury s Bianca ‘insists that she needs

s

someone'to whom she can dedicate her artistic efforts._ The ease;with
which she renounces her career at the end of the novel to marry Lord
'Melton is consistent w1th her earlier protestations against the adv1ce

‘that- she dedicate herself to art.» It is inconsistent, however, with
'.the actual dedlcatlon that ‘'she so frequently exhiblts.38 Similarly,

‘LY.

when Sand's Consuelo is told to think of herself and her art rather

than of human ties, she exclaims that while she loves art for its own ,

R —,

sake, the price it exacts is too_high if'sheAloses everyone she 10Ves.

She cannot comprehend a destiny that pulls her in twb'seemingly
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irreconcilable directions.. Like Mrs. Craik's Olive, Browning's Aurora,
- . ' . ! -

Clemance Dane's Madala Gray, and Sigrid Undset's Jenny after her, Con- -

suelo asserts that art is not enough.

Whether or not the female€ artist—character actually is advised to

-

marry her art alone, a recognition of the difficulties of combining

intimate relationships with men and an artistic career forms a large
part of the characteriaation of many female artists in literature. The
conflict is prevalent in portrayals of male artists as well but be-

cause they do not . confront a tradition that insists upon their incapa~

city in any field other than intimate human- relationships -their con-

B

'flict is.of a different nature. Men may have to worry about conflicting :

demands upon their time and energy as well as about - money sufflcient to

r

support their dependents, but their artistic potential and their right

to develop it apart from their role as husband and father are taken for

granted. Moreover, the bachelor who is an artist rarely is described |

‘as unfulfilled. The female artist-character who insists that art is not

1
v

’ enough usually is not saying that love is a woman' s only pre —:cupation.

v

She merely qpnders-why‘she should have to make a choice’so unreasonable
) N . : . . ) .\‘ .

as one between art and marriage. Increasingly in novels with major fe-

- male artist-characters, especially those written by women, the issue is

perceived less as a choice between art and'marriage and more as a choice

,between one'kind of man and another. Most female artists who are major 2

characters come to know - well become intlmately involved with or even

- marry several men. They ultimately reject not marriage per se but mar-

riage to particular conventional men. When such men or their families
ask female artists to give up their careers: for marriage, often they
refuse. Austin's Olivia, for example, rejects Helmeth Garrett's offer

e , _ {

Y . . . .
R : . : J‘:
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of marriage and”James's Miriam Rooth rejects Peter Sherringham's for
that reason. The female artist may relent, as Browning's Aurora does,
when the man eventually admits his error in demanding‘such a-sacrifice.

; Female artists who do marry conventional men and seriously try to
.pursue their art have little success in doing both. Not only the mar—
riage of Caird's Hadria but the early-marriage of Austin's Oliviavsuf-
fer. »ﬁhen temale artist—charact'rs are/popular, not Serious artists,
or when'they renounce careers pursued largeiy tolsupport themselves and
becom ontented amateurs,.then thev may form satisfactory alliances
with tvaventional men. Anne,Brontgfs Helen and‘Meredith's_Diana give
'no'indication of continuing their'art on a professionai levelbwhen,
iat the end of the two novels, they finally contract satisfactory mar—
riages. A woman with much ability and commitment however, like Ca—
ther'slAunt Georgiana in "A_Wagner'Matinee“ (1905), may regret such a
renunciation. 7

'Intimate relationships with or marriages to less conventional men;

however, are rare in the lives of female artist-characters in nine—
teenth and twentieth—century literature. Apparentiy few men exist or
even can be imagined whﬂ encourage and take: pride in their wives® com—

/

mitment to and achievement in; anything but the domestic sphere. 'In'
. & :
. the few 1nstances when such a male cheractei appears, his wife does

not'know how to react to'him‘or_to_her situation. Gissing in Ihg ;
ﬁhirlpool (189?) implies that no matter what womenhsay they vant, they
.really want and inevitably need masculine protection and guidance.:'
Alma marries a man“who insists that she not sacrifice her individuality

to his. He gives her so much freedom, in fact,‘that she thinks he

does\not care for her. Caird, in The Daughters of- Danaus, however,

14
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)
sees differently the similar case:of the‘unconventional Professor |
Fortesque and his conventional vifer Her fault'is not in thinhing she’
is unconventional when she cannot be; instead, arfault in her training ’
renders her incapable of appreciating her rare and admirable husband..
A relationship with a male artist vould seem to be the solution
for the female artist. Such-a man should be able to understand and
make- allowances for the demands of creative activity. Actually male
artist—characters are just as conventional as nonartists in their at-
titude toward the female artist. They may be even less sympathetic,,

as we already have observed in the cases of Strinlberg s Comrades end

Kipling's The Light That Failed éhere they consice: female artists'.

" capable only of drai ing men of their knowledg:s and then, without grati-
B : - - v

" tude or deference, of providing them vithﬁinferio: but nevertheless un—'
welcome competition.vaven_norse for the male ar:ist-is’'a realization
that the female artist's‘abilities are'superioz to his. sMale artist— h

Vg ‘
characters in Sand's Consuelo, Hilson s “Ellen Terhune,"‘and Johnson s

Catherine Carter experience such reallzations and take a variety of

steps to restore their threatened self—esteem..

The few satisfactory relationships between femaleﬁand nalegirtists

. . - . - c " 4 ST ' .

- occur vhen she inspires his work or, ‘as in the cases of female artiSts ;o
Ad . . ;.7) ’

" and conventional men, when she gives up her profe551ona1 career and.

pursues art only as a pastime or producay popular art vhich adds to

their income without damaging his sellf- espect. One:other possibility'

is the subordination of the male artist's career to- his wife S. Usually

L

novelists present such marriages uhether or not the man is an artist,

®

negatively. -That of Hiriam Roothcand Basil Dashvood at the end’ of

James s The Tragic Huse (1890) hovever, is a partial exception.
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Miriam wants a husband who will work closely vith’her’and be proud of
his‘share in her successes. Basil, a moderately—talented actor who

loves the theatre and has considerable managerial ability, is delighted '

o

to devote himself to furthering his wife' s career.

| With the challenge to the notion that love is a woman's only in-
terest.goes a challenge to the inferioerEt of standardS»according‘to
,uohich her work is evaluated. Such'a thing as feminine art,bif itl
jexists’ does not ex1st inevitably.A Mill, for one, says{that womeu even—

'ftually will dare to create honestly, not as women but as individuals ex-
: B ;
u'pressing individual views. That'generalizations about the content or

style of works by women 1ncreasing1y qge difficult to\make is clear ‘
from some of ‘the critical commentary on them.' In the case of women
.writers, for‘example,,glizabeth Drewvcautiously notes’that while even
fnoderﬁ womenwwriters have'certain characteristics'in‘common, they do

‘not fit the. established stereotype.“ Some she finds stern, some intel—
. : \.ga e

‘lectual some impersonal some satirical and all more frank than pre—

o yiously.39 Indeed some doubt exists as. to whether works produced by

- ’ s ;- ’ .
men and wo@iw ever were so distinct. Possibly women writers and artists

R

._x.

- ' '.-/ iy

: owﬁ;historical‘period than they have vith each other.l‘0 Horeover,

the ftequent 1nability of editors and publishers to detect female'

P_
'.writers when they use male pseudonyms “and male writers when they use

female»pseudonyms, casts doubt upOnwthe idea that sex must be a deter-
‘mining factor in art.tl (’)' o
The'View'of woman ‘as bidlogically determined' then, dominates the -

.treatment of*the female artist in much of the nineteenth and twentieth

ki

“century criticism and literature. The view of the female artist as a

~
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viétim of circumstances opposes it but alﬁéys carrieé the burden of
proof. The woman artist isbqonsidered inferior until proven cémpetent.j
The environmentai&sﬁs insist, howevér, that until she is considered
coﬁﬁetent‘and grénted the encouragement, tfainingf and opﬁprtﬁnities
a§éociaﬁed witﬂiconfidence‘in her .potential, she Qill_reﬁain iﬁferior:
To grant her these necessitates a radical cﬁéﬁge'invSoéiety'S‘deEinitioq
of woman's‘r01é. With that fédefinition, the inﬁeresf in the female

artist of Sinclair, Richardson, and Woolf begins; ﬁ

-



B. Virginia Woolf‘ 'Suffragette or Artist

"'It is my belief . . . that when my sex shall achieve its
rights, there will be ten eloquent women where there is '
now one eloquent man. Thus far, no woman in the world has
ever spoken out her whole heart and her whole mind. The
mistrust and disapproval of the vast bulk of society
throttles us, as ‘with two gigantic hands at our throats! '™
Zenobia in Hawthorne's Blithedale Romance (1852)

The creatioh of female artist-characters who both try’to function

in a hostile{social environment and seek aesthetic forms appropriate

~

to their view of reality is inseparable in the work of May Sinclair,
Ddrothy Richardson, and Virginia Woolf from their attitudes toward
the controversy about women's status in society. All'three women

were intensély interestedwinvthe suffrage movement and srote essays .
~about it.aéiwgll as dramatized the issues iiuraiﬁed im manyezf their
novels and short stories. Together theig}whrks represénm ‘a’ number;hﬁ;
-the differing emphases characterizing discusgiéns.of the rzéagionships
between the sexes. e

A

Most important is the question of environmentally—caused versus_

inherent differences. Woolf,,while she follows Sinclair and Richardson

chronologically in the major exp;ession of her views on this subject
on the wggie stays closer than they do to the assumption of. the early
feminists that women s characteristics and problems result from the

. rolé society assigns then. Richardson who admits the influence of

_fenvironmental factors and rejects the reduction of women to reproducers'

of the race, nevertheless concludes that a difference in consciousness

exists hetweeh men and wbmen and that the difference is inherent. . Sin-

Moo
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‘clair, although the oldest of the three writers, is the one who strikeB; »
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a balance between the tvo positions;, ‘She sees women's social cir-
cumstances as having followed from inherent factors but to an inordi;
nate extent. Neither the traditional reduction of women to reproducers
of the race nor the newer, opp031ng tendency ' to jeny the biological
role that nature has assigned them is‘ valid A1l three women agree,v
hovever that whether the cause is environmental or inherent, women's
values are diffetentufrom-men s. All three-agree moreover, that their
_ male—dominated society needs theae values. ' To the extent that society:
includes art, Woolf and Sinclair especially feel a conflict, between
the artist and the suffragette. Thé*voman who is,an artist must - choose
‘between art and politics as a sphere. of activity.. In seeing the‘end
of that activity aa an injection’of vdmen's‘values into‘the larger so—~
-ciety, by whatever means, all three women ultimately view the auffrage'
_movement as part of something 1arger, ashan issue more metaphysical '
~ than political. Because they see it in this larger context, they
simultaneously can object to some of the methods and tendencié% of the

' movement and, in the cases of Richardson and Sinclair, defend even its

more violent,manifestations.

Woolf's feminism has been much-discussed. She was not_a_feminist

9
%4

in any,narrowlsense of the_vord.l In Three Guineas she foresees both

the destrnctiOntof the label and, in place of the nnprodnctive an-

tagonism between men and women“that it suggests,‘a united effort to
: - . ’ . .

achieve the same goals (TG 185).2 In A Writer'éFDiary, moreover,

she records her fear that as a result of A Room of One's Own, she will

be "attacked for a feminist and hinted at fOr'a,Sapnhist" (WD 148)

rather than'taken‘seriously. "Feminism,"

therefore, is a label with

enough negative connotations to make Woolf, like a number of other -

-/
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women,3 dissociate herself from it. ‘Thefcritics who follow her lead

in this matter and note her objection tofth feminists' tendency to

X

imitate men, usually cite her observationg upon the differences between
‘the sexes as opposed to their similarities. WOolf certainly does
emphasize these differences, but with ‘a consistent stress upon environ-
'mental as opposed to inherent causes.) "For though many instincts are
held more or less in common by both sexes,' she- says in Three Guineas,

3
/

"to fight has always been the man's habit not the woman' s. Law and

o

practice have deve10ped‘that difference,cwhether‘innate or accidental"
J
(TG 13). When' later in the’ book she notes again the marked differences

I

.between the sexes, she stresses once more law and habit as the explana-
: . b e

- tory factors: o : :' - /
. 5 . .

.« « . we need not have recourse to the dangerous and uncertain
theories of psychologists and biologisds"we can appeal to
facts. Take the fact of education. Your class has been edu-
cated at public schools and universities /for five or six hun-
dred years, ours for sixty.‘ Take the fact of property. - Your
class possesses in its own right and not through marriage.
tically all the capital, all the land; all the'.valuabl
all the patronage in England. Our class possesses in/its own
right and not through marriage prectically none of
none of the land, none of the valudbles, and ‘none
nage ‘in England. That such differen s make fop/very consider- .
able differences in mind and body, no: »togist or biologist
would deny. It would séem to follow then as an indisputable

fact that "we'"--meaning by "we" a whole made up of body, brain
and spirit, influenced by memory and tradition——must still di@fer

in some essential respects from "you," whose body, .brain an >

- spirit have been so’ differently trained and are so differen

) 1nfluenced by memory and tradition.f*Though we sgee the same f ﬁ§o - §
world, we see it through different eyes (TG 33~6) L e

- . CLTE ’ﬁ
"Woolf sees”éonsiderable value in the woman 8 point of€yiewﬂ She -
-is afraid that, since many fundamental similarities do . exist betueen ’

the sexes, vomen'will‘become too much like men.‘ For this-reason she

',does not counsel women to set up hierarchies, particularly in the

form of the kinds of societies men join. "Is there not something in, ’
. .- . ./ :
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the conglomeration of people into societies,”" she asks, "that releases
what is most selfish and violent, 1east rational and humane in the
individuals themselves?" (TG:l9l) 4 As much because of the similari-
ties between the sexes as because of the differences, therefore, Woolf=
objects to feminist organizations. Male traditions, and the'formation
of organizatiOns is one of them, tend to release some of the elements
of human nature that are better repressed by both sexes. '

Woolf undoubtedly had other reasons for not affiliating herself
formally with any of the suffrage societies. Perhaps she 1dentifies

with Katharine Hilbery in Night and Day who describes her visit to //

Mary Datchet at the suffrage office and asserts that she will not join
the society. Mr. Hilbery observes that "'the sight of one's fellow—’
enthusiasts always chokes one off They show up the faults of one(s
cause so much more plainly than one s antagonists'" and destroy the’ -

illusions one can maintain in private (ND 100) The meager Mr. Clac-

ton with his passion for detail- and order as well as the exuberant

but disorganized Mrs. Seal who run the suffrage office Katharine visits
N
are not particularly inspiring representatives of the movements The /

4

suggestion that Woolf shrank from affiliating herself formally with a
movement that had so many unimpressive advocates -as well as so many

. _ugly, demeaning, and bizarre aspects ptobablv is, at least in part,
‘,,‘ . 5 ‘ v B » . . ;( Lo

. 0 2 . : < . | ‘
None of the feminists Woolﬁssketches briefly in her fiction is

rect.

wholly admirable. Evelyn Murgatroyd in The Voyage Odgbwants to accom—

plish social reforms instead of just talk about them, consequentlx she'v

2

_ wants to replace in positions of power inferior brutish men with

superior, noble women. She assumes antagonism rather than cooperation
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between the sexes (VO 301-2). Julia Hedge in Jacob's Room is angry

and bitter and imitates with a vengeance the methods of men. Waiting
for her books in the British Museum, she swears and thinks bitterly
of 'the men's names ranged all around the dome and then fervently of

the enormous intellectual task to which she must apply herself for

the sake of the cause (JR 173). Jn Mrs. Dalloway, Sally Seton, a

h'potential writer or painter defends“women's suffrage (MD 276). She.
denouaces Hugh Whitbread as the uninformed unthinking, unfeeling rep—
resentative of .all that in British middle—class life is responsible
for the situation of women (MD 110). Apparently, however, she 1is pro—

ductive artistically only in her youth and does no more than talk about

women's rights. She marries a bald cotton manufacturer and has five

sons (MD 277). In all threﬁﬁcases,'Woolf presents women interested in

suffrage who misdirect a certain amount of their energy. '
KR : 4
 Mary Datchet in Night and Day is Woolf's most serious attempt to

understand the feminist. Mary,‘somewhat like Evelyn Murgatroyd, is
determined to accomplish much. Politically radical, she directs her
desire to mobilize, organiae and wield power toward a thorough recon-"
’ (AN
strudtion of tHeJSuffrage society to which she belongs. Thoroughl;&at
home in committee rooms, wherq:questions seem to her to have right and

wrong sides and where her commanding attitude impresses the other mem-

bers,-she enjoys vanquishing her opponents. Mary, as the narrator ob—'
Kt

X

serves, is no% only a politician but also an egoist (ND 137) She~1s

a complex character, however, in a way that Woolf's more‘briefly—
sketched feminists are not. Her confrontation with the fact that Ralph
Denham does not love her shortly precedes another defeat in the women 8\2

campaign for ‘the vote. With her diminished chances for personal
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‘happiness, Mary also has doubts about the general happiness for which

she works, as well as doubts about her certainty‘of right and wrong.

‘She feels deprived of the particular and condemned to toil in the realm

of the universal. . 3
RE .

~The Imporpéﬁée in her 1ife of the personal and the particular is

N3

I.".".‘ .
L3 S [ ,

reYéqied'iﬁféjééﬁgffivity';o-héf surroundings and a delight in her in-

:d”intél%éqc‘that remind us of Richardson's Miriam:

1“There.wer§ few?mofhingé‘when Mary did not look up, as she bent:
to lace hér boots, and asg she followed the yellow rod from
curtain ﬁb breakfast-table she usually breathed some sigh of
thankfulness that her life provided her with such moments of ¢
pure enjoyment. She was robbing no one of anything, and yet, .

" . to get so much pleasuré«fromﬂsimple'things, such as eating one's
breakfast alone in a'room which had nice colours in it, clean
from the skirting of the boards to the corners of.the‘éeiling,

seemed to suit her épitﬁoroughly that she used at first to’

hunt about fqr some one to apologize to, or fq; some flaw in

the situatiqn.(NDf24)<i ' - ;: | Lo : ' ' |
Mary hés a :ooﬁ of hefjé;n;'shevis;oﬁégrvant and sensitivé; and Qﬁét)
ﬁas the private momentsiof’in;iéht thchjbalénce her public, politigal
self. ﬁhen'she laugﬂingly~tells Eélph, "'Men are such pedantgr;ghey
don!f knbw:what things mattéf; ahd what things dbn'f‘f (Nb885,_$he
voices Woolf's assesgsment of fhéimajor differencg betweén male and fé;'
malé ;riig;s, the dif- ,uqce‘ihfﬁglués. Hary, Qoréover¥kis not gub;

servient to traditions. "Whgf”was the good, after all," she thinks,
: W =

"of being a woman 1f one didd't k%éﬂﬁfresh, and cram 6ne's life with

all sOrts’of views‘and experiﬁégts?ﬂé(ND 76).  Her observation echoes

ERE S ;

a theme to which Wpolf’continhaiiﬁzfeturns in A Writer's Diary. She

Y8
Tgeh

affirms her love of change, her i conviction that truth is.

elusive, relative, or multiple, anu ner desire to experiment with
. T o . ‘ o . )

contrasting styles and subjects (WD 136-7; 195; 220).

The'characteristics‘and attitudéS'of the,feminisis in Woolf's
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fiction parallel those of the varioue kinds ofﬂwomenzwriterc she dis-
cusses in her essays. ’Ihis fact reinforces the.link between her at-
titude towarovthe Jomanfs movenment and her aesthetics.. At the same
time-ie suggests the necessity of a choice between theﬁpolitical and
artistic spheres of activity. The woman writer;vlike the feminigt;
may think her sex superior.» Instead of seekihg toxreplace men with
women in positions of power, she may write in a defiantiy femioine
"~ - manner. ihe woman writer may imitate, likevthe'feminist; the methods
of men. br»she may choose the traditional female role-ano give up her
art. The two sides of Mar& Datchet are particularly.important; On
the one hand,vMary is public;'politicai, and self—absorbed. On the.

- other, she is sensitive to sﬁall, everyday objects and actions; she -

: delights in her independent life and mind. The characterietica of one
side of Mary are inimical to the production of art; that side\accepts
and imitates male values ‘and behavior. The characteristics of her
other side, however, are prerequisites for the female artist as Woolf
'sees her;~ Mary S public side exhausts most of her energies. Woolf -
and her female artist-characters choose another: route.

h rThe theme of politiCS»versus the arts.recurs in thevnorels:as

bell as elsewhere in Woolf's work. The best example is the contrast

- between Richard Dalloway and Rachel Vinrace in The Voyage Out. Dal—

'loway is a politician who is opposed to women 8 suffrage.l He defengs
his career by. contrasting it to that of the artist" |

"We politicians doubtless seem . . . a gross commonplace set of
people; but we see both sides; we may be clumsgy,. but we do o
‘our -best to get a grasp of things. Now your artists find

things in a mess, shrug their’ shoulders, turn aside to their
visions--=which I grant may be very beautiful—-and leave things

in a mess. Now that seems to me evading one's responsibilities.
Besides, we aren't all born with the ‘artistic faculty" (VO 45).
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loway s political practicality and defends the artist agadnst charges
of irresponsibility. The politician may improve slightly the material
vell—being of certain people, ‘but he ignores their minds and feelings
just as he ignores his own. Dalloway retorts ‘that women do not and

ought not understand politics‘(VO 71-2). As her discussion of the

subject in Three Guineas reveals, Woolf'agrees; women ought not under-
stand politics.since politics has ‘not produced admirable results

R .
either in England‘or in the world.

Leonard Woolf undoubtedly is right when he calls his wife "the
least political animal that has 1ived since Aristotle invented the
‘definition. | He insists, however, upon_her interested and sensitive:
response to all aspects of her environmert including the political. 6
That the conflict between political and artistic involvement was a

recurrent issue in Woolf s mind is indicated further by a diary entry

in 1919. "It seems to me more and more clear " she:says, -"that the .

' Monly honest people are the artists, and that these social reformers

-

and philanthropists get. 80 out of hand and harbour so many discreditable ’

-desires under the disguise of loving their kind that'in the end‘there s

more to "find fault with in them than in us." She softens her denunci— .

0
ation of politicians however, by asking; "But if I were one of them?"

(WD 17-18).

No doubt the women's suffrage. movement tempted. Woolf more than

W £ ‘
anything else to become one of them.‘ Winifred Holtby probably is

. right when she explains Woolf's lack.of affiliation with the suffrage

movement as a choice of art over politics. To the female artist,

Y

Holtby suggests, the" suffrage movement was a mixed blessing It aimed

2 <

4
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for a social environment more conducive to the acceptance and achieyef

. 4
//

ment of the f e artist; at the same time it demanded thatrshe devote
her time and energy not to her art but to the movement. She could
produce no significant'art‘either without the movement or within it.7 :
if the female artist's room of her‘own was not denied her altogether,
.it was invaded by marching, banner—waving women. 'Woolf had a room of
her own, and, while she listened with interest to what the marching
women had to say, most of the time she shooed them out and .locked the
door. Then she set about dealing with the problems of women in‘her

own ﬁéy; as an artist. Her choice is reflected in To the Lighthouse

o
"at the moment when Lily Briscoe, the painter, feels a kinship with

Mr.- Carmichael, the poet because "some notion was in both of them

s

about the ineffectiveness of action, the supremacy of thought (1 301).
To the woman artist financial and intéllectual independence are .
more important in Woolf s eyes, than the vote. Without that inde-

pendence women will not have the courage to express their values even

if they are enfranchised In The Voyage Out, Hewet, a novelist inter-

ested in the situation of women, makes this point. As long-as even
well—educated women see men as larger—than-life he thinks, they are
unlikely to do anything with the vote even should they get it (VO 252).
Woolf herself apparently preferred to uti}ize her financial and to
demonstrate her intellectual independence before she worried about suf-‘h
frage. She appar%ntly preferred to help the cause by transcending‘
political,polemics and stereotyped notions about the sexes, by at-
tempting to prove.that ‘a woman can write as a whole - person and produce

significant art, by portraying sensitively aspects of the experience

of women that had not been treated sufficiently, by communicating

s

T
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-

. women's values, and by geing further to explore the nature of the

human condition itself. h{i

Woolf chooses), like Antigone, "not to break.the.laws, but to find
the law" (TG 249-50). She considers Antigone's distinction between

"the laws and the Law" a better definition of the individual's respon-

sibility to society than those of either sociologlsts or theologians.
(TG 148). Like Antigone she prefers to say, "'Tis not my. nature to
8 v

Join in hating, but in lovingv' (TG 303)' She 1dentif1es therefore, -

not with the suffragettes who brepk windows and burn pillar boxes, but

93

eith,the heroic women whose numerous biog :phies she reads. Some
wanted to learn mathematlcs, some music and 1ts comp031tion, some to
,‘paiut the human body (TC 249-50). Just as there are laws and the Law,
8o there are feminists and Feminists. To be a Feminist to Woolf means
9

to be an artisgﬁ_
: s

S

q
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-H1r%am is critical of as well as attracted to the movement.2 She does

\." l"‘ " '. . 0 - -
C. Dorothy Richardsoni Victim‘or”Victor . -">W”

"'If a woman had painted the . . . picture, thé%e might hav
- something in it which we miss now.'" 3
Miriam in Hawthorne s The Marble Faun (1859)
o
"It is well that women should write if they are sinceré enough
to dESCtlbe what no man has yet seen: .the depths’ of the . soul
. of a woman. But only very. few dared to do that' mést ‘of ‘them
~ only, wrote to attract the men . , - ." o
: Romain Rolland Jean Christophe in Paris (1911)

2

.o e
,.‘Q, -‘2_‘

As in the gaSevof Woalf Richardson s interest in the female artist s

o .
o

problems 1s related closely to her interest in the British women's suf-

frage'movement. «In ‘one of her autobiographical sketches, she admits that

for a bﬁ&e@ period in. her life she was pv@bccupied totally with the suf-_

s

frage 1ssue.l' As is usually the case wfﬂh Richardson, a judicious coun~

RN

_terpointing of her’published opinions and those of Miriam Henderson in

Pilgr ge provides the most comprehensive statement of her position. .
AN )/

not join. it formally.“’Perhaps she does not do so because, as she says
s : .

'1n another context "fighting and clutching destroys things before you

‘;‘

.3 get them or destroys you (IV CH 330) Such. violent activity sSeems

too much a. Rart gf & value systenm that is masculine. Perhaps she does
ﬁi *m.~

'Jnot 301n hﬁfause although she thinks it g emptible for women to smile

"'<vise1y and refuse to give expression to their values, she does not

s ¢

/,ﬁind "a contempt for men" a viable alternative._ Having exhibited it

frequently enough herself she knows that ic "introduces sourness into
one's own life" (III D1«213).
Horeover;fﬁiriam"objects to the ideaﬂof voting as unfeminine.

Women have the ability, she thinks, to balance and synthetize all points

62



of view. Voting and joining political parties requires them to deny

this ability by taking sides (IV MM 624 5 III RL 394). By the'final

' ,-sections of Pilgrimage Miriam comes to associate not only the vote but

v

the entire agitation concerning women's position with the superficial,
external world. She concludes that her feminism has been "intermit-

tent”" and that she no longer cares about the injustites.still preva-

63

lent. Her anger and resentment have abated (IV DH 504). Like Woolf 5

and 1ihe;Antigone, whose example Woolf cites, Miriam decides that love

not hate is "'

the supreme power'" (IV MM SGO; cf IV‘HN.579).

Miriam chiefly objects to‘the'feminists' lack of faith in women;
She objects to the idea that women need emancipation and to any related
implication ‘that they ought to(have the opportunities to think and .to

behave like men. Women » yshe insists, are: emancipated As a group they

- _have been restricted by laws uhich are insults but never have they
»

‘Been mastered made subject, or victimized in any essential vay. She ob-

jects, moreover, to the feminists adoption of the mistaken male notion

e -

contrary,-vomen possess within. themselves the only real civilization,,‘

R

a

and the civilization of the external world with which men concern them-
¥

selves is retarded because they refuse to recognize and td include ‘all

R
that women represent (111 RL '394; III D1 219) Hiriam thus undermines

J

the environmental emphasis of ‘the feminists, their assertion that
~ women are the products primarily of the restrictions imposed upon them

bby a-male—dominated society and valuefsystem. Like Richardson, her

creator, she insists that woman's synthetic consciousness "has always
made its ovn,world, irrespective of circumstances" and therefo;e has
remained.free.-4 Both character and creator are more likely to see not

© )

Y

'that1VOmen are among the chaotic forces in need ofﬁcivilization. On the

%§§§% ,
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~ v

" women, but men'as the victims of their mistaken notions about the

sexes. e ‘ | )
Miriam voices‘her objection to the feminists to Michael Shatov,"

who, much to her surprise, declares himself one. "How could any one’

~ be, a. feminist," she asks herself, "and still think women most certainly

- inferior beings?"” She answers her own question by associating Shatov

7

~with the Huxleys who*advoeate giving women unlimited opportunities

vbut,'at'the same time, insist that they are inherently incapable of

what men define as great achievements (111 D1ﬁ216).unThat Miriam's as-.

sessment of Shatov's feminism is essentially correct is indicated by

his resnonse to her denunciation of the feminists' insistence that .

women have been subject. "'These things,'" he says, much as Woolf

does later in Three Guineas, "'are 'all matters of opinion. Whereas

it is a matter of indisputablebfact that in the past women have been

. . . i
subject"" (III D1 219). ™"'If you believe that,'" Miriam declares,

"iit is impossible for us to associate.', )'Because we are 1iving in
two utterly different worlds. " She insists that she cannot live,

cheerfully regsrding herself ﬁ'as an emancipated slave, with traditions :

of slavery for memory and the form of a slave as an everlasting heri-

f

tage'" (III D1 219). She is determined to see women as individuals,

not -as an aggregate. Her own generalizations about them as individuals,

‘she ‘says, are’justified,whereaSVmen'S'generaIizations about women as

~

a grouprare not.- Unlike men she‘does not'generalize about the potfn-

tial and achievements of a group but about the existence of individual

untouched unrecognized innerrlives: What she does, 'shi

by o ex-
»& '}‘ % .
plain has something in common w1th Christianity meaning ﬁ@t“das Shatov

is quick to point out, the udénviable position’of vomen_in Christian
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e . :
countries, but rather the fact that "'Christ was the first man to see
‘women as individuais!'" (III D1 220-f§. —

Mirianfs objection to the environmental feminists exists within a

7T e
o e

larger context. She continually ponders the question of determinism
versus free will, especially in the form of g%cial groups versus tﬁe(
individual. However often she acknowledges determininé factbrs,'now—

- . v . _
ever many groups enclose or attract her, Miriam always returns to her.

fan
)
By

bias for fré; yill_and for tne importance of the individualt "I must
créate my iife,“ she says'in ThelTraE. }Life isvereatibn. Self and |
circumstances the raw materiai" (III Trap 508). - One‘s response to tne
fagts_of one's situation, not the facts themselves is‘imﬁértant. .To
this extent Miriam's many inconsistent‘remarks on theISubject of the
influence of environmenty resolve themselves inte consistency.

Miriam is unconfortable with primarily_environmentai explanatibns

. t : : i

B . ) . o A
of ‘1ife for two reasons. To consider the influence of environment,.

firSt,nf all, one must take into aceount al of the circumstances con—

..Q A

tributing to any situation. Most people do not agree with her on this
_point. In nnnezcomb for example she listens to the men at the Corrie's
table discussing the cause of an accident. One attributes it to the
illness of a signalman;' But when was he taken ill and what caused the
iilness? _Miriam suggests that something he ate was resnonsible andv_i

’ blames;the aceident on the cook, Qﬁo»perhaps is incompetent neeause.of
herlnpbringing. Mr.‘Corrie thinks tnat'Miriam'has nnshed;the‘causei

;too far into the past. "'But the canse,' she persisted,‘in a low,f.

» ‘anxious voice, 'is the sum total of all the circumstances'" andvconciudes..‘

’ “

'angrily that one can go back into ‘the,_ past as well as rdund and un-

and-everywhere. One can understand nothing unless one embraces "things

r‘:.‘
N

\
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as a whole" (I He 442—3),

Miriam's major objection, however, is the'same as her objection ~
to the assumptions of the environmental feminists. Explanations in,
terms of circumstances, unless perhaps such explanations include all

the circumstances, do not account for one crucial factor:, the unchang-—

ing, untouched inner life of the individual. Miriam admits to seeing

a shape in history, but she insists that what goés on inside people

remains fundamentally unaffected by’ it (III D1 169). She partially

1

agrees with the socialists and with their stress on the influence of
L ' :
environment but criticizes their ignorance of the ""more difficult

deep-rooted individual things m Any change in society, she insists,

~must begin with a change in indiv1dual awareness (III RL 376—5) In

" 'The Trap, too, Miriam cousiders the extent to which people are influ—

enced by what other people say and do. She admits that she, like other
people, is 1nfluenced but: only temporarily._ Always she remains cer-
tain that underneath was something else, the same in everybody"
(I1I Trap 429), |

This pattern,'to‘acknowledge the influence of environmentuand the

importance of groups and then to return to her conviction that something

,,/

’,‘ﬂsinherent in each individual remains untouched by circumstances governs

Miriam's treatment of numerous issues. Two are relevant. Miriam won-

" ders whether the differences between the sexes are inherent or due to

. .
circumstances. In Revolving Lights she concludes that the problem can—

not be solved. Finding the sexes more sharply differentiated in

‘*England than in America, she asks herself whether the different stageJ

in each country s development is responsible. She wonders whether the'

bsexes in America are united by their effort to build up their country o

-
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and whether, as the t ‘ '4,complished, they will move apart as they

have in England. "Ought men and women to modify each other , , | ou

' RO
she'asH§j~

the differences natuy

r should they accentuate their natural d1fferences° Were

1’" (III RL 271). Shortly'afterwards she decides
that they are, bec L'otherwise3emriro‘nment is more than the human
soul,ﬁ Some inherentﬂdifference from women causes men to identify

themselves wholly with their occupations and to lose touch with their

individual inner lives (III RL 280). Yet even this dec181on is not

'Miriam s final word on the subJect. Shq/decides that environment is

not more than the human soul, but her overriding p051tion is not ‘that

biological sex is more than the human soul. Her p051t10n is that

while men are inherently different from women in their world view, the

difference is one of degree not of kind. Everyone,-whether'biologi-

cally male or female, has'a potential awareneSS of his individual . inner

life. Men, because of some inherent tendenc1es are less likely to’

'acknowledge develop, or value it.

The second relevant issue is the education of English women.

\-_.

. Women are educatew either according to men's views on educatlon for

men or according to men's views on education for women. An example-of

"ﬂithe first is the scientific and. aesthetic way of “the Putney school

uhere Hiriam goes as a girl Here girls are treated as if they have

minds but the school has little 1mpact on most of them. Miriam de-

n

Gides that it had an impact on her because something in her responded

to itL(I_P& 81—2) That something probably is the 'masculine mind"

' she later éealizes she has (III RL 236 III Trap 479) . The other: al-

- :l.
P ol

ternative is the finishing school where women are taught needlework and

xfelocution and treated as mindless creatures ({ PR 81) The school

L
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where'Miriam teaches in Germany as wellqas'the Pernes' school in North:
London are df’this sort. If the first kind of schpol leaves most of

the girls untouched, the second fosters sentimentality, artificiality,
hypocrisy, and ignorance. Miriam blames men for all of this. "awful—
ness" in the external behavior of English women (III.RL 379—80;‘II Tun
106), ‘Both types»of‘education,that they have devised for women run
.counter toian awareness of the'inner'life, although both remain incapable
" of destroying it. Pilgrimage, by‘defining the feminine consciousness

and feminine values, lays.the foundation for a more appropriate educa-

tional énvironment, Woolf picks up the theme in Three Guineas Qith her

proposal for a poor college without ceremonies, expensive buildings,
degrees, or lectures where women‘come because they want to learn and

= where they learn not only academic subjects and art as traditionally de-
| fined, but also "the art of understanding other people s lives and
,minds, and the little arts of talk, of dress, of cookery that are al-
lied with them" (GT 62). Woolf realizes, however, that such a college
is a dream. Women need degrees in.order to'get jobs. Jobs result in
the financ1al independence that enables women to express their opiniéns.
The 1a€§er:is'woolf's, and ultimately»RichardSon's, primary concern.

~ )

In spite of her impatience with its environmental‘emphasis, Miriam

,. at times defends the suffrage movement even as ca;ried on by the mili-

tant suffragettes. She is critical of the flattering, "‘heavy—featured
fat m1ddle—aged American woman who doesn t smoke and thinks that voting

would be unseemly for women'“ (I1I Dl 122) " But she also is contemptu—;/“
I

. ous of the woman who thinks she is as entitled to the vote as is her

gardener, yet is unv1lling to .cause any unpleasantness to get f! Un—‘

pleasant agitation seems necessary to bring reforms_about; pleasaut;J
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requests have no impact (IV DH 482—4).

Throughout her indirect relationship\with the militant suffrage
movement via her friend, Amabel, Miriam consistently emphasizes one
additional point: the militants cannot be stereotyped.as strange, un;

" feminine creatures‘with neitner;experience of nor qualifications for
'.’the traditional woman's role. Some of them are trom those;social
classes with the strongest sense of tradition. Amabel, in fact, is
converted'tonmilitancy “;; the lacy, aelicate old—fashioned ladyhood
'of Mrs. Despard" who, near the end of her life, sees the necessity of
attacking the very conventions that have goverged it (IV]JLH 247; CH 344).
Moreover, Miriam enthusiastically tells Hypo Wilson that the proces-
sion of suffragettes in which Amabel w111 march includes not only young,
unmarried women but also numerous wives, mothers, aunts, and grand-

mothers (IV CH 323). Amabel herself does not f1t the stereotype of -

the suffragette either in appearance or in attitude. She is an ex-—

“‘1“5"
“tremely attractive woman and even plays the traditionalxcharming, flat—

1.
AL .

tering feminine role to an extent that at times seems to M

3

{riam incom-

patible 'with suffrage activities (1IV CH 343)

v

is one reason Miriam defends the movement. Amabel is not r
she enters the world: of group action; instead she brings to that world
" her own values“and inner certainty. Marching in a suffrage parade,

- Amabel seems to Miriam
. 3
to invite all the world to march with her, to help and be
~helped. Certain in the way a man so rarely is certain, whole
where he is divided, ‘strong where he is weak. Deeply ensconced
within her being, and therefore radiant. And it was she, and
others here and there in the procession, particularly those
~ the general public was not prepared for, matronly, middle-aged,
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and obv® sly gentlewomcn, who .ve it the quality that shamed
into s~ »lessed a silence the I 'ment;scoffers and the gutter-
wits: :.ad wi) were so deliberate: ignored by those of the

news .pe - men wkn still went on w. -h their misrepresentations

to upport the policy of their emp oyers. And it was the sight
of 1'bel .nd these others that brought so many male pedes- ”
tz .ns to :che vwoint of overcoming :heir British self-conscious-

70

ne  and stepping into th« rozdw ., to march alongside (IV CH 345).

When A " is arrested, Miriam ac: 2s her willingness "to pay for
effectively =zz_ing *the cesire ar the right of women to help in the
world's housekeesing" (IV '1). Her phrase, "the world's house-

" underscores again her emphasis on women bringing their own

keeping,
values into the larger world beyond the home. Even in the last sec;
tion of\Pilgrimage when Amabel says that marriage and her son have
caused her to lose interest in the movement, Miriam wants to remind

her that h%f new 51tuation does not disqualify her, that wives and

mothers can and do remain active (IV MM 658).

Miriam is attracted by the militant movement so long as she sees

it as a way, not of thinking and doing what men think and do, but of

g1v1ng women's awareness of individual inner lives some expression
and value in the larger society. She' looks for a role for women to
play there different from the alternatives outside the home presently

available to them. Women presently out in the working world of men

are treated as inferiors and made to conform to the values of that

world. They contribute little of their own view of reality. In-

stead they must observe rigid rules governing behavior and dress %

(II Tun 161); in business they have littlevhope of advancement'and

therefore little future (1II Tun 194), the dull routine of their "cut-d

and-dried employments" tends to characterize their private lives as

well (IV CH 385-6). Any responsibility in - the workfhg wbrld makes

e
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. cold, authoritative, ambitious, uncooperativ "official" women of then
(I1I Trap 412*13), or they assume the opposite pose of "’lady—pluckily*ﬂ;

gone-into-business and-isn t—- —-it-fun~- and-don"*t I do-it-~ charm’ngly

..‘y 2.

(IV DH 426). The primary value Miriam‘%bes in the women whbnhave at-

/

tained some measure of economic independence is the one Woolf emphasi-

zes in A Room of Oners Own the c%p;age some of them acquire to express
their opinions (III D1:91). j:\‘ '

Miriam's attitude toward @he role of women in the larger uorld'out- .
side the home reflects, as usual, Richardson's. 1In an autobiographical"
sketch, she says that she returned from Germany convinced that many of
-the evils besetting the world originated in the enclosed particularist-
home and in the institutions preparing women for such homes." She notes,
moreover, that among the many voices she encountered in’ London were
'those of the barring politici;ns who agreed upon only one issue ’the ex— ’
clusion of women from "the-national housekeeping."sa Like Woolf in Three
Guineas Richardson g@nts to see women given some responsibility for the
work of the world ana‘opportunities to fulfill that responsibility by - _
utilizing feminine insights and abilities. In a number of reviews of-
books on the position of women and in a series of letters-to-the—editor
on the subject,'Richardson affirms a socialist view of woman's role in'
.society. Ingtead oﬁ being responsible to a. single man, subject to his
whims and eccentricities, victimized by any accidents that may befall
him, a woman ought to be nbsponsible to the larger society which, in
turn, ig responsible for her well-being and that of her childan.6
Such a relationship between women and the larger society implies that

their insights, values, and abilities are acknowledged, that "wisdom

the ability to see," is no longer divorced from "the ability to do."

Vo
PN
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'The domination of the former by the latter has.not had admirable Te-

U | o

sults. Richardson does not see women as. the saviors of the world. “but

b . . N

she does thlnk that' the world would benefit %notmously from an influx
fpf 'the dynamic power that has been, so far, almost universally short- - K

v
circuiting inp the home; w7 ;

To Rlchardson, The: Quakers are a microcosm of the larger society

she envisions. .Quaker women, she thinks have succeeded in "making the

.world a'home.f In The Quakers Past and Present, published in 191&,

Richardson compliments the Quakers for generally disregarding the tra-

ditional Christian view of women as inferior subordinates of men. The _

belief that the inner light is a possession of all people prompts the in-
{

clu51on of women on - an equal basis with men in the work of the Quaker :

‘.1society. The two sexes have equal voting power but, because women give.

0 o

primacy,in their definition of reality to feeling and men to thought,
~.their c0ntributions differ. In a context‘wherebboth definitions of‘
reality are not only tolerated but encouraged Quaker women are not
tempted to 1mitate Quaker men. -They do notftakebthe opportunities given
them to do the same jobs as the men because they have no need to prove
-that they ‘can do what men do. . Such a.need arises only in reaction
against,virtual isolation from the larger world of'activity"beyond the -
home:»\Quaher women'experience no such isolation. They contribute to
the work of thei;EEIEty as women. To‘them the world is home and home

is the world;dbecause ..+ . the inner is able without obstruction to

flow out and‘realiZe itself in the out‘er."8 .To the extent that the

7

.

'suffrage_movement represents‘aﬁ?:ttempt to achieve such a situation,
~ Richardson approves it. She sees value in even the most "womanly" of

women beingfgiven.responsibilities outside the home. Such a‘woman's
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ability to see all viewpoints at once "will tend to make her within

the council of nations what the Quaker is within the council of reli-

o ‘.
gions.“9 :

!
a7

Except among,the Quakers%Ahowever, this kind of relationship be-

tween men and women is;verv littlevinvevidence. In A Room of: One's
Own woolf deacribeS‘a trip to the British Museum to see what has‘beenr
'vwritten §n wﬁyen. Her experience ia anticipated by Miriam's in The
Tunnel, reviewed by Woolf a decade earlier. Woolf is amazed at the
numbers»of books she findeAand at the suppressed and disguised anger
‘behind'many of them. She becomea temnorar11§ angry herself, especi-
ally at the continual assertions of "the mental, moral, and physical
inferiority of women." Such’asseséments of.her aex do not correspond -
to.her senae'of‘heraelf . Nor- does the elevation of the male sex cor-
respond to her exPerience of - n (AROO 46-8). Similarly, Miriam, who.
looks up "women" in the index Of/her emnloyer's encyclopedia, is ené
ragedahy the Charges of WOmen's mental, moral; and-physical‘inferi-ﬁ
ority.‘ Her anger, however, abates less quickly than Woolf's. Through- /‘
/
out most of tue rest of Pilgrimage, she is preoccupied with turning/the
entire male value system upside down with elevating as superior what

{

has been deemed inferior, with redefining as virtueé what have been |

considered vices, with‘recording[everything the way it would have been

recorded had women5wielded the pen from the beginning. i'If'v.voug_g_n had-,f

-been the recorders of things from the beginning," she thinks, hit'would“

4 :

all have been.the other way rou nd" (II Tun 251; cf III Dl 218). To the -
/

men who have been the record rs“she~aays essentially what William Blake
said at the end of "The Eve&lasting Gospel" to the natural theologians

of his day: thou readst/black where I read white." Miriam does not




[N

believe that'playing an inferior role has conGincéd women of their in-

_hferioritv..*It has made them hvpocritical, frustrated, and lonely,~

buf‘it<has not ﬁéde them apologetic. In their relationships with men
- - e _ s

-theywrgmaigip;;ying%rgther.;han %itiable.‘

v
b
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D. May Sinclair: -The New Normality

t X Y

"o, .were there any possible prospect of woman's taklng the'~

social stand which some of them--poor, miserable, abortive

creatures, who only dream of such things because they have

missed woman's peculiar happiness, or because nature made

them really neither man nor woman!--if there were a chance

of their attaining the end which these petticoated monstros-

ities have in view, I would call upoen my own sex to use its

physical force. . .to scourge them bac¢k within their proper

bounds!'" ’ ‘ . ' ‘
Hollingsworth in Hawthorne's Thé” Blithedale Romance (1852);

"But fight for your life, men. . Flghu}your -wife, K out of her own
self-conscious preoccupation with herself. Batter her out.of
_it till she's stunned.  Drive ‘her back into her own true mode.
Rip all her nice superlmposed modern-woman and wonderful-
creature garb off her. Reduce her once more to'a naked Eve,
and’ send the apple flying." .
D.H. Lawrence, Fanta51a of the Unognsc1ous (1923) : A

t

L1ke WOolf and Rlchardson May'Sinclairbvas.very much aware of the
- women's’ suftrage movement Just as Woolf s emphasis upon env1ronment

as the primary cause of d1fferences between the sexes and Rlphardson s_:
emphasis upon inherent factors ultlmately are necessary to an under-
stand1ng both of their treatment of - the female artistlln their fiction

and'thelr aesthetics, so Slnclalr s balanbe between the two explanations

is a prerequisite to further dlscu551on.. iike'Woolf although for

&
-~

-somewhat d1fferent reasons,. Sinclair experlences F:} confllct between her
concern/with women s status in soc1ety and her activ1t1es as an artlst

but, like Rlchardson she defends with,reservations, even the.militants.

S

In_a«letter to Votes.fOr'Women inv1908 Sinclair sets up a dichotomy -

between the woman novellst and the suffragette. "If I were not a mere’

. e . - K ~‘,-
novelist " she says, "I would be a’ Suffragette. As a novelist however

self- 1nterest prevents her from J01n1ng foroes w1th the movement She

A
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thinhs that thevsingle womaninovelist'who earns.her living by writing
oceupiesga fairiy‘secure position Qithin society. Getting the vote
even may jeopdrdize that.position because then she must'think about
"unpeaeeful questions" that hever before concerned her, talk to
canvassers,.and compete for attention.with the women ehtering politics.

‘Such problems, howeyer -are characterliﬁ}c only of a transitlonal period
mb LI ‘5,},.

In the long run, the vote for women will prove valuable not only in
society but in art.  Both, Sinclair.insists, need an injection of woman's

spiritual values. If'theféygntieth century recaptures the spiritual
certainty threatened by nineteenth-century materialism, it will do so

/ e ‘ ‘ g 1. | o N
because of women artists and”women voters. & ‘ N

Sinclair records her 'whole-hearted sympathy with [the suffragettes]
. N2 - o ‘
and with their aims, but' she defends militancy only because she, like
' Richardson's Miriam, concludes that other less-violent methods have

"not worked. At the end of her»pamphlet.onbfeminismvshe states that
she neither can defend nor condemn militancy. If.violence is the only ]

heahs-to the end the.militants seek,‘as seeﬁs to»be}the oase; then

history eventhally‘hill.jhstify it (F 43).° She is earefo1: however,

td define wdpeg's.attftude toward violence"as well as to.definelyhat‘the

militants mean by the word. 'Women dislike commiﬂing'violent acts, she

. L] . . . .

says,Aeven more than they dislike suffering from them. They have suffered
- from them repeatedly "beforeythey'could'bring‘themselves’to commi t

11

~1a techn1ca1 assaﬁlt upon a window.' The violence of the militants in

) other words, is mlld compared to the v1olence women have endured through

the_ages.' 1f they use it against men, they do so because‘men»used.it

first against them. They behave defensively, not offenéively, and the -

responsiblllty for thelr behavior ultlmately must be assigned to the



. political institutions that have necessitated it (F'4446)" lee
WOolf Sigclair invokes Antlgone, albeit only in a final footnote.
She_notes4Ant1gone s contrast between human laws and "'the unwrltten I
ahd unswerving laws of God'" (F 46). Her implication is that uhile‘

the militants may break the former, .they do so to observe the latter.

Sinclair's major fictional treatment of the suffrage movement is

in The Tree of Heaven'(l9l7). Here sympathy with the aims of the

1

movement is combined with a reluctance tp rellnqulsh one's 1nd1v1duallty
to it. ‘Interested in the psychology behlnd the various man1festat1ons

of the movement and the various workers in it, Sinclair presents three

o~

.different typo: of dilitant‘suffragettes. Maud Blackadder, with'hef§$

77 -

1

appropria:e name, is an ardent belieyer in the cause. She is a catalyst

.oy

who whxps up _he emotions of potent1a1 women recrurts and stings éhem
into collectrx; m111tant action. WOmen, she says, should want the'votq
badly enough tc sacrifice everything for it, includlng any neg uho_-

v , &
will not help rnem. She advocates fighting as ‘a method and d;smlsses

talklng, wrltlng, and th1nk1ng (TH 117- 18) Rosalind Jervis is a second.

type of .ilizant suffragette. Dorothea Harr1son, a thlrd type, ‘pities

2

Rosalind as someone. Vlth no’ 1nner v011t10n who is mot1vated nét by her

own bel ef but- by that of others. The leaders of the mllltant movement
exploit her, and she mechanlcally imitates them (TH 123)

Dorothea Harrison, whose name sounds llke a hybrid of "Dorothy

Richardsdn" and "Miriam Henderson," is Sinclair's most complete and

L3 ’..

complex study of the suffragette and the one most llkely to represent

her own positlon. Dorothea has the inner strength that Rosalind does

(

not have. . She does not have, however, Maud s unquest1on1ng faith in the

—_
LY

N3]



militant movement or in itsjleaders. . She admires Maud, but duestfonsbher
assumption that the suffrage group for which she is recruiter is united '
. on the rssues of both means and ends. Several‘of the suffragettes'ane
uncomfortable with the.idea that they‘will use "'every‘qeansfin [theirj
power'" to gain their ends. ,Dorotheatzbjects, noreover, to éhe .
exclusion of tongues, pens, and brains as weapons in the struggfe. AShe,

1;. - <

~also wonders whether the sacrlflces they are asked to make will have

the de51red results, ' Maud s appeal is prlmarlly emotlghal Dorothea
‘) . .
recommends. a more calculated approach. Women who involve themselves

ought to be clear, she thinks, as to what precisely willhbe required

i -
of them and what w111 be the consequences both ‘positive and negative,
o .

lof the1r‘1nvolvement (TH 119-20). - , ‘ -
o 4.. - ’
Dorothea s maJor dlsagreement with dhe~m111tant movement pzvolves

« el

around the questlon of "'b11nd unquestlon1ng obedience'" to its leaders.
- L ¢

- Rosalind pongts out that the policy is -"'to help, as far as they can,

the object o “the Union; to support the decisions‘of their leaders;

to absta1n from pub11c and prlvate crltlcism of those decisions and of
any words or actiops of thelggﬁ}aders, and to obey orders--not blindly f
or unquestlonlngly, but within the terms of thelr undertakings'" (TH 120).
Dorothea cannot submlt to such a pOlle. It represents al"Feminist “
Vortex" that bothlfascinates and repells her. ;She dislikes the herd -

of shrill excited~women who feel collectively, speak in movenent

| clichés, and’ demand that she submerg\\her individuai soul in massvactérn?
and emotﬂ?n (TH 124; cf TH*ZZS) . She refuses to affllgate herself,
therefore w1th the movement. If she works for the freedom that the

femlnlsts want,]shevwill do it in a way that does not require any loss

Y . o . B . ’ ‘ .
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of her individual integrity (TH 126). If she wants to criticize th#
l;movement, she will do so. Moreover, she will'use:weapons other f
than fighting. Whe! the violent activities of the Women's Franchise

. - T i

N . : : : , %

Union reach their peak, Doroth&, not surprisingly, is writing articles

on economics and marriage laws (TH-.232-3). Finally, sheminsists'khat

| .
: . . . . , |
she will go to prison if necessary, but only for a crime of her own
4 . . . . /

choosing. She does so and, in her prison cell, sees the movement in a

larger context. - It appears to be a small part of a mich more i%portant =
. [ ." i . . ‘ o !
struggle to came into contact with reality and thereby to attain freedom

(TH 217-18). o B , f-

The larger struggle for freedom becomes identified in The| Tree of

Heaven with World War 1.4 The War in fact,xswallows up the aqtivities

A /
'of the suffrage movement (TH 299), Dorothea sees’-the extent~to which @

7

the two are linked through her relatlonship with Frank Drayton Drayton,
who loves Dorothea but disapproves of the movement and her 1mterest in

it (TH 142 3;146), dies fightlng. Initlally, he does not unJerstand

|
the perspectlve she attalnﬁ in prison. She*dlscovers however that 1n‘

his. confrontation with danger and death he f1na11y shared not only the -~
& i o

'.reality they touched together in the1r pa531on for each other but

‘ the reality she had experlenced alone in her ce11 (TH 319) Sinclair.

repeatedly empha51zes the many ways in whlch reallty is. gllmpsed through '

the temporal world eqch of wh1ch is part of the struggle of manklnd

“7‘1n generalofor freedom. Traditlons t_

. : ] :
world or deny it altogether are equallv"

'l' s

Jgeople to the temporal
yﬁing.' Whep Dorothea'

regrets sacriflcihg the time she and Prankf ght have had together to

ke

"'that silly suffrage (TH 317), she Juﬁtaposes‘the llmlted poSpQCtﬂ%ﬁ

%. .
of the suffragettes she k28§§ to her broader one. Like WOolfgﬁnd llke

et . )
: 1
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Richardson's Miriam she:affirms love, not hate..

Sinclair is neither in the camp of those .who hold traditional
. ) . : _

" views of women nor in that of most feminists, The former tend to reduce

women to bodies; the latter often elevate them to disembodied spirits or

minds. The generalizations of neither are valid.. Indeed, Sinclair seems

-

. | ) . .. : o " " ’
" convinced that generalizations ‘about women beyond ‘a certain minimal
level are imppssible.. Her treatment of women in her fiction suggests

" as much. Examining relationships between men and women, within and

. L . % . .
- without marriage, as well as relationships between mothers and their

'chlldren from every concelvable angle, she dlscovers and’ presents in-

-

flnzte varlatlons.' Not all women, fot example, want children, nor do

'. L2

they respond 51m11ar1y to them onoe they are born. Her character— /

izatlons of men follow suit.r GeneralizatiOns ‘about their loves and com-

A

mitments do not hold. Qua11t1es and interests tradltlonally attrlbuted”
to one sex. are 11ke1y to appear in Sinclair's fiction as characteristic
of either. "The Cosmopolltan " a stoég first publlshed in 1901, is a -

: e
good example.v When Maurice Durant says that women are incapable of

"'a pure passion foriNature,’a really d??&nterested ldbevof life,'"

and that a woman who loves nature does so only as a substitute for
experlences she has been denled or has ‘exhausted, Frida Tancrgd insists.
that every woman's loves and commmtments are unlque.“ Women differ in
phys1ca1 appearance and even more in soul (RP 257 8) Frida's own |

, pa331on for nature and her love of lrfe prove the falsity of Durant s

/3

generallzatlon. In fact, he proves to be the one 1ncapab1e of such

‘dlslnterested enthusiapms.
Sinclair deals w1th the one generalization she accepts about women

| and men* in an essay>publiahed in 1912 entitled "A Defence of Men."

/



d1fferent from and Lnferlor to woman " She is uncertaln about the

%]

Nature has marked women for the bear1ng of ch11dren and thlS biological

:,fact has had certa1n consequences ' She agrees w1th some of the femin-,

-

ists that man, "in matters of sex feellng and of séx- morallty. . .is -

S . -

\‘ . B . -

extent to which the d1fference and the 1mé§r10r1ky is, a produtt of/

s

phy51010gy and the extent to whlch 1t is a product of tradltlons established

" by soc1ety, but she concludes that 'so far the latter have followed the

] p

'dictates of the former. Nature requ1res woman to bear chlldren .and

J

'the product of her _physical suffer1ng and sacr1f1ce,_Slnclatfﬁzh:;hs

is v1rtue. Men s sexual role requ1res the sacr1f1ce not of thelr bod1es

v

but of thelr "Splrltual prospects v Nelther sex can. blame the other for

the consequences of what is, a natural dlstlnctlon.

Slnclair wrltes thlS essay .to defend men hoﬁever;“frOm the feministsf

'ﬁho,would'strip them of’all?virtues .~The feminists ,shegp01nts out ex§1ldi

: due to Vature 'S de51gnat10n of her as chlldbearer and to the soc1a1 dlS—

) <as man and’that c1rcumstances have been agalnst her " Slnclalr neltherj}

\between man's inferior sexual morallty and the fact that for ages he has.*'

rbeen the creator of sp1r1tual 1deas and systems._}He‘creates}in an im- -

y

cuse woman's. lack of product1v1ty 1n art and sc1ence by say1ng that

5

- . . - . . . o
5

tinctions that have followed therefrom, "she hasn t been S0 long at it '~7

_I

'
[ PR

"agrees nor . dlsagrees ‘with thls argument here. She is concerned w1th

. turning. it back»upon the'feminists,' They ought to excuse. man‘s 1nfer10ri

sexual morality, she says, for the same reasons Hxs mlnlmal role in

the reproductlon of the ‘race, has resulted 1n hlS de51gnat10n as Tread— E

winner, 'an occupatlon whxch ccnsumes hlS tlme and does nOt foster

.splrltual development S1nc1a1r(notes a certain contradlctlon however

&
¥

<l /
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material rather than in a material realm. A furthes extension of
this parallel suggests that the sacrifice and suffering accompanying
mental creation gives man a spirituality which is denied to woman
becauserf;her inferior role ‘in such enterprises, - Therefore, if man

is physically, if not mentally_profligate, woman is the opposite:
me ally, -1if mot physically profligate, :

In spite of her acknowledgment of Nature's laws, Sinclair questions-

the extent to which social traditions must follow from them. She allows

8

for the rec1procal respon51b111ty of both sexes in causing one//nother s

e .

weaknesses "If we are what men have made us " she saysy, men are,

on the most. ‘favourable showlng, what we have permitted them to be "' The
v111a1nS-in the piece are ignorant, sentimental servile Victorian

women’ like Anne‘MaJendie in Sincla}r s The Helpmate.6 Sinclair'is'con-

- { :
'v1nced however, that both women and men can overcome the limitations -
/

that have resulte///rom Nature's or1g1na1 division of labor. - To the

L)

extentg;hat/th//customs of soc1ety can bg?separated from Nature s

law/,/s e sees the woman s movement as valuable in righting the wrongs

‘1n the relations between the sexes, Men can learn ‘to exercise sexual

L

-"morality from women, and women can learn from men to exercise their
> - : '

11ntellects. . L e ’ ¢
Women, indeed;. already havefdone much to counter their mental weak-
nesSes. They have begun to obtain the knowledge necessary to- the formation

Y

of opinions and have acquired both the courage to express ‘those opinions

. and the de51re for the pOllthal power necessary to. put them into“
"\-JB' .

'»practice lhe new knowledge women have acquired abOut themselves both

_as distinct 1nd1v1dua1s and as reproducers of the" race will: necessitate f ¢

in fact the ‘new sexual morality in men. The modern wbman will not allow.

,A‘.‘ i} ! " “
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male sexual profllgacy because she now knows that his hab1ts have a

bearing upon his health, her health, and the health of thevchildren

she bears.7 Sinclair sees Anne;Brontg's The ‘Tenant of Wildfell Hall
as prophetic of ‘such a situation. The heroine of that novel, however -
priggish, boring, and destructive. she ‘may be, confronts and revolts
against ell of the written and unwritten laws that require a woman to
be obedient to her husband no matter how much shevdisapproves of his
values and behavior. Anne Brontels book, Sinclair says, is "the first
- attempt injthe mid;Victorian novel to handle the relations’of a
revolting wife tu.a mos t reuplting husbend uith anythlng-approachiné
to a bold since-rity."8 Similarly Vera Walters in Sinclair's-own short
story l'Appearances" (1911), refuses to matry Oscar The51ger because
she thinks he may have contact with women of doubtful reputatlon and
thus may Jeopard1ze'the health and’ happ1ness of her future chlldren.
"She is wrong about Oscar but the fact that she should even think along
such lines amazes’ h1m. Such a woman is qu1te dlfferent from Aggie

LS

Purcell in Slnclalr s The Judgment of Eve (1908) Aggle s husband'

morality is not in question, but both of their ignorance about repro-

~

duction, health, and family planning is.. Seven consecutive ch11dren

and ‘the exhaustion and f1nanc1al straln that result cause Aggle s death
One of the first uses to whlch woman must put her 1ncrea51ng mental

v1tality, accordlng to. S1nclalr is the .preservation of her own health .
; #

';that of those she loves, and that of manklnd in general.

In the same year as "A Defence of Han " Slnclalr wrote for the

WOmen Writers" Suffrage League'a pamphlet entitled "Feminism." The
L i ) . V-

pamphlet is‘e response.to.the denunciation of the suffrage movement

'by'Sir Almroth Wright, a medical man whose name she mentions'in the
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other essay. .Wright denounces the women part1c1pat1ng in the movement
as sexually frustrated neurotic, hysterlcal, and degenerate. Sinclair
admits that, like all large groups, the suffragettes include among their
numbers some unstable women, but she charges Wright with" basing his
conclusions upon an 1nsuff1c1ent and badly selected sample. She
insists that he 1ook at the leaders of the movement (F 6-7). She
asks him, moreover, as Richardson's Miriam asks‘Hypo Wilson, to observe
the large number of wives and mothers, in the .suffrage soc1eties. To
attr1bute the movement to dlsapp01ntment in love and to sexual frus-
tration, she insists, is a mistake,'but one to be expected from a man
who seés woman "as nothlng but a bundle of phy51olog1ca1 emergencies'"
(F 15).. Slnclalr ObJeCtS to the teﬁdency of doctors to red%SQ woman to
her sexual functlons. Nature may have designated her as chlldbearer and

formed her somewhat dlfferently for that purpose, but Sinclair ’

1n51sts "she is not all body any more than a man is; and. . ,even

lfor her, there are other thlngs" (F 29)

p . .
- : [Ty
. .

RICE erght argues, Slnclalr says, "as if all women (and men, too) in
whom the sexual instincts are not conSplcuous and dominant were

necessarily incomplete' whereas they very often are the most complete

g%r types of 511; as posse551ng that Will the existence of whlch Slr Almroth
| erght elther denles or ignores" (F 12) " She disputes his'view that -
women are 1ntah either-or situation,vthat _either they must conform tov
the tradltlonal pattern of marrlage and motherhood or court neurosis
hysteria and degeneracy. He- does not see that normal wamen, like men,
can and do channel their "Life;Force" in other worthwhile directions.

_Sinclair thinks, in fact; that a good portion of the world s art can be

explained in this way. Wr1ght does not see, moreover, that pursuing

B
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other activities need not preclude normal sexual functioning, (F 30-3).

' In her pamphlet on feminism, Sinclair does not use the word

"sublimation." TFour years later, however, in 1916, she gives specific
attention to it in a two-part article entitled "Symbolism and Subllmatlon."

Thisearticle; which actually is a review of Jung's Psychology of the

Unconscious, indicates her familiarity with the works of several psycho-
~analysts and, more importantly, her assessments of theuLlOEarly in the

article she defines sublimation as "the conscious direction of the~libido

1

into higher channels." She uses the word "libido" in various ways,
depending upon. which psychoanalyst's theorles she dlscusses On the

: whole however, she uses it in a sense more general than Freud's and

Wl

equates it with the Llfe Force she mentions in "Feminism. She says in

a footnote'that she uses the word "in Jung's sense of creatlve energy,
};l-r, . . N ) . ‘ .
7, 1in which it is equivalent to t

B

'will to 11ve of Scnopenhauer and

Ea

*_von Hartmann, the 'need' or -w@ﬁ@, of Samuel Butler, [and] the Tife-force"

% ) ' ? A
or,'elan vital' of Bergson.'i 9;24
o~ ’ S : : ‘
ﬁ%@s in "Feminism," Sinclalr rejects an either- or position. She does
oy, L
not agree wrth those whg 1nterpret psychoanalytlcal w0rks to mean that

\,{/ % . .
 "the indestructibleolhhfdo>must elther ramp outrageously in the open

or burrow beneath us and undermine our sanlty " Psychoanalysts - she
insists, offer subllmatlon as a p051t1ve alternatlye to llcense or

13
repression. . Subl;matlon, however, does not mean the mere transferrlng\\\
e » N\
of 11bid0 from one channel into another Some kind of hlerarchy ex1sts.

"

ﬂls not enough

:’

In the cases of metaphysics'and art, for example, "its
to transfer; you must transform."k She obJects to Jung s work because

he handles metaphysics and art as 1f they d1d not dlffer from prlmltlve

%"

myths, as {f the Upanishads and the:Psalms did not dlffer from Miss
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Miller, the subject of the case studles with which Jung beglns his book.

In the cases of metaphy51cs and art, -one must deal with sublimations

of subllmatlons and symbols of symbols as the human 1nte11ect operates

agaln and again upon the same : concepts 14 On--the whole, however,

Sinclair>approves of Jung's book, especially theblast'chapters, in

. which he defines sublimation as the goal of mankind and associates

it with the self and its struggle for freedom "That struggle ceases’

momentarily when ultlmate reallty is- gllmpsed in one of several ways
15

in the temporal world. ~ .

The artist, according to Sinclair's view, is one who transforms

s , e :

his or her libido into a higher form. She views.this transformation

.as normal, Such a view is 1mportant for an understandlng of her treat-

ment ofhthe female artist. The notion that women,who-join the suffrage

movement are sexually frustrated, neurotic, and even depraved often is.

" the view taken of women who pursue an artistic career.. Neville Tyson

in Sinclair's The Tysons (1906), for exampie,fsays that if a woman is

"'elther dev1lry or. dlsease w16 Henry,Brodrick 1

a’'genius it means
doctor and brother—ln-law of the novellst Jane Holland Broprick in

The Creators (1910), holds a similar opinLon He con51ders all artists

neurotic, but he is partlcularly 1ntolerant of women art1sts. For women

" normallty means motherhood He approves of Jane only durlng the periods

[l

of her married life when she .devotes herself to a new born, child .
His view of her as an 1nterest1ng abnormallty is One to which Jane

is accustomed The attitude annoys her, but becomes" particu}arly dis-

tressing‘when her husband adOpts it. The most ﬁerious consequences of

the definition of Jane as abnormai occur aftervthe birth of her secOnd

Ay
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child. Henry Brodrick intimates that it is hlghstIUng and weak because

the temperamental Jane worked herself 1nt0 & pervous state over a book

Py

: Q
durlng her pregnancy. Owen Prothero, the Poet who also is a doctor,

‘questlons borh her neurot1c1sm and the charge that She is. the heredltary

Aneur051s'" (C 421)

»

Source of the baby's condition{ Ihe senSitivity of the artist's nerves,

does not imply ncuroticism. Moreover, almost‘all of «he Brodricks,

however infrequently they admit it, suffer from nervoys dlsorders

Jane is furious with the Brodrlck family and cannot forgive them for the
~

fear and guilt they have made her endure by‘herself - "'If you can't have

genius without neurosis, ' she declares in her exasperatlon "'give me

<

o

Accordlng to Sinclalr s 1nterpretat10n of subllmlatlon it is as
2 o R

‘mormal’ for a woman to want to wrlte novels ‘as it is for her‘to want to

marry and bear chxldren Moreover, doing the former need not
preclude the latter;v'The‘desire~to'fquill herself in more than one
way creates the most severe problems for the female arc1st Jane Holland

-

lﬁries to explaln to her husband the way in whlch her energies are

ﬁchanne‘ed in both directions She p01nts out that she reacts to the

-

productlon of a book much as she Teacts to the produCtlon of a baby and

that 1n both cases, her reactlons are quite normal The joy of being in

love is much like the Joy of creatlng a work of art. When elther a b00k

or a baby is taklng shape periods of restlessncss and nervousness occur.'

Peace arrxves only when it flnally does takp}shape A flawed book is.
to her as much of a dlsaSCer.as would be the blrth of . deformed ch11d
(c 272, 32, %92) | o

Sinclalr s essays on, women s situation ang her rtlatcdgforays.lntov

the wrltiuys of the psychoanalvsts are’ both Products of her reactlon

G [P : 2t
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about women that reduce‘them to eitherA;epro-

:: e

againSt'general
i . . . ,»‘.\ d 2 i ’ . X
ducers of the race or to neurotics Other normal alternatlves are Open

L W

. .e.“
to them. She con51ders equally mistaken how : -the>notion thag¢ all

o ’ ) \ﬂ 4 =0 ~
.”v'.women want to pursue alternate'a&t1v1ties r aré.potential geniuses

‘only waitlng to be given a chance to debel The feminists who con-

L A N L - ,-1;' -\ o , .
. ‘cern themselves with womenls edutation react againSt the reduction of

women\to bodlea, but,they often present dn qually limited view of

& A

. . : y,
women as minds. Theﬂgeniuses who do exist among women, Sinclair thinks

[ t }

usually make their way no matter what their circumstances Adyerse
[ Lo} " .

‘é%nditions reSulting from the trad1t1onar\female role of wife and mother

can keep them from reaching their full potential but they cannot(be <

-~

| held back altogether. Most women, however have average talents- and

Ll_,intellects. Sinclair .sees the\suffrage movement as primarily for them,
’ -

Like Aggle Purcell 1n Ihe Judgment of Eve and Mattie Fenwick in The

h 3 ~ v

. Rector of Wyck the abilitiﬁs of such women find no outlets beyond the

Y R i
\traditional home. Their enthu51asms either are crgyhed or&are corrupted

. -

\\\ into various forms of*sentimentality and hybocriSy.17 Someﬁwomen, f

*\

moreover havé%below—averd%e intellects. These women Sinclalr sees a

e
'\14':

| .as the casualties of the suffrage movemént, Férced 1nto the same mpld
as those better equipped they suffer physical and psychological break-
downs, This group is the one doctors see,land from it they draw their

conclusions ab0ut suffragettes and about women in general What they

. o

see, however s "artificialr not "natural" intellect (F 22) s -
] \

In Superseded (1901) Sinclair examines the consequepces of this

‘assumption that all women are equally capable of intellectual achieve--‘})

ments, equally willing to develop their minds at the expense of their ///

bodies, and equally desirous of a role outside the traditional home.'

-
0

o
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She contrasts two women, Miss Quincey and Rhoda Vivian. 'Miss Quincey;

. %
_who for twent&i}ive years has been a mathematics teacher at St Sidwell's,
-~ ”

:Miss-Curs_ "s- school for girls, is about to be ‘superseded.” ' Miss
Cursiter slow1y.rep1aces suohvolder; enervated workhorses who must . -
teach to earn their livings with younger, vital feminists who, with
missionary zeal, choose to.prepare girls’for'a newi\prominent‘role in

~ . ’

society;_ MlSS Quincey is one of the "artificial" 1nte11ectuals who

’

tries but cannot compere with "natural" 1nte11ectuals, perhaps even
UI’genluses, like Rhoda, the young, beautiful, bright% enthusiastic, and

successful classics teacher. Présumabiy the enormous difference between

L

these two teachers reflects similar differences among the students they

teach. < The question raised is how" any general’ ntion about women's
f

» 1nte11ects and any one program of education can encompass such diversity.
v _ . o
The novel contains.a doctor who treats Miss Quincey hfter her ' o
'coliapse andfcomments on:the'situation, Somewhat more oerceptive’than,
the doctor whom Sinclair denounoes in "Feuinisu;".Bastian Cautley
.denounces,"tivilization; the,sogial order; wouén‘s educatibn and women's
lahour, the system that threw open'all doors toithen,- nd let them be'
sdueefég’and traupled down toggther in the crush" (S 835 Acknowledging -
the nece551ty o§ opportunities for women to earn a living, he neverthe-»
less‘protests against an educational system‘that either saorifices the
geniuses among 2§?en'to the, imbeciles, or vice versa (S»91§ 98). He .
§1nsists that instead of representing increasing’civilization, St. Sidwell's
: resembles the primitive struggle for survival but- without its"few
advantages. Those who survive are not necessarily those who are intell-

ectually most fit Rather, they are "' monstrosities,'“ brains without

bodies. -Women 11ke Rhoda Vivian, Cautley says, are not produced by

~
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schools*like St. Siducllfs% ‘Women like Rhoda, mistakenly assuming
that all women'are Like themgeives;.found such schools (é 92-3).
éinclair's view on the subject, while similar in some res}ects;
must hot.be identified with Cautley's. In love with'Rhoda,ihisv‘xi
‘interpretation of the;situation clearly is biaseor Moreoyer, disiilusioned
to such an extent that“he~sees neurosis’everywhere %autley is rEVitalizeov
-by Rhoda whose health and v1ta]imy seem to him "the supreme expression
of Nature s will to live" (S 96). Like Sir Almroth erght however,
“he tends to define the situation for all women as e1ther harrlage and
.motherhood or neurosis. He does not‘associate Nature's will.to’live in
Rhoda'with her intellect, with any form of subiimation but w1th her
potential wife and motherhood (S 100). \leL Wright too, Cautley
‘ignores the largest group .of women, those who are neither geniuses nor
imbeciies, but who have‘average.intellects andbtalents some deyelopment
of which'mightvbe combined with marriage and motherhood
Rhoda, sympathetic with Miss Quincey s 51tuation and receptive to
Dr. Cautley 8 criticisms of St, Eidwell s, “takes a view ofxthe issue
slightly different frbm his. Her emohasis is on the_transitionag period
in which uomen'find themselves. Any changess in their'situation must
-be made s1aw1y, uith less arid idealism'and, as Cautley says, more con-
sideration on the part of educators for the 1ndiv1dua1 .women- involved.
Rhoda realizes that for every winner in the 1ntellectua1 race;she runs eﬁ%
with so much exhilaration and success numerous ‘losers exist. - When_ :
 Miss Cursiter denoupcesowoman s past and affirum womau s future, there-
- Tfore, Rhoda pOints out that this future is nowhere in sight. ."'We'rein’F

‘3,811 the muddle of the middle'" she says (S 147)‘ﬂ She insists that the

relics of woman's past, like MiS>~Qu1ncey, ought to be provided for‘if
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. ‘ . . s .
they must be superseded, L{ae Dorothea Harrison in The Tree of, Heaven,

Al -

she maintains that if the door is to be opened wider for women, they.

ought to know what is .on the other 31de. Otherw1se this generation may (

"'hand over.worse 1ncompetents "than’ Miss Quincey to the next generation,'"

a multitude of women who have tried to. develop their minds and -Jhave -
neglected their bodies (S 152) ‘ .

- Sinclarr,gtherefore, sees the suffrage movement both as valuable

and as dangerous. She does not condemn its v101ent manifestations

because they ére defen51ve, not offen31ve and because they are relatively

¥

mild. The demands of some factions of the movement however, ‘for Ehe‘

- % .

relinquishment of thought talk and the. prinQed word as weapons in the;,

ot

struggle and for the submergence of 1nd1v1dua11ty A unquestionlr

i Y
A

i emotion and’ aetion are.suspect. She thinks the suffragevmovemént can

o r,-”;.' . . * gy

-and should éncourage, not discourage women to uséﬂtheir intellectSZT
: q

Just as men are not bound by Nature's div151on of labor in the matter

3

of reproduction to be def1c1ent in v1rtue, SO women are not bound to be
v

deficient jin 1ntellect Women need opportunibes to. obtain knowledge”r
courage as well as ways to express their values in the larger society,
/ .

and some - power to aét according to the Opinions their knowledge has.

helped them to form. They also, hc :ever, need perspective. They need

. to know exactly what individualvwomen can expect in a transitional period

’ when woman's situation is changing. They need to see the suffrﬁge
movement not 1n 1solation but as one manifestation of the larger human
struggle to define reality, to attain the freedom that is dependent

in Sinclair s thought upon such a definition.. If the assumption that

. women are merely bodies good. for reproducing the,race is mistaken,

however, 'so is the assumption too often governingythe educational'systems

A

[N
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designed to prepare women for a mére important role iﬁ»the larger Society.
'Not gll»women have great‘undeveloped intellectual potential.: They are
vastly différent in théir'abilities and comm%tmenté. Marriage and
. mqtherhood or neurosis'are noq cheir‘6n1y alternatives..lNor are

ﬁa:riage and motherhood precluded by the numerous other directions into

which their energies can be channeled; The definition of what is )

b

’

>no§mal-for a woman must be extended considerably,



‘ E. "Can't Paint, Can't Write': ,
Virginia Woolf's Lily Briscoe and Orlando v
"iWas the Fifth Symphony written by a woman? Was the objé&ct
of your Aunt's worship, Richard Wagner, a female?' he snarled.
"By no means! Where are their great works--their mighty
symphonies, their great paintings, their epic poetry?. . . N
Is the gigantic'wak upon the ceiling of the Sistine Chapel
the product.of a. woman's genius?--Say! did you ever hear of
a lady by the name of William Shakespeare? Was it'a female
of that name who wrote King Lear? Are you familiar with the
works of a nice young lady named John Milton? Or Fraulein
Goethe, a sweet German girl?' he sneered. ‘Perhaps you have.
been edified by the writ-ings of Mademoiselle Voltaire or v
Miss Jonathan Swift? Phuh! - Phuh! ~Phuh!  Phuh! Phuh!'"
Bascom Pentlgnd in Thomas Wolfe's Of Time -and the River
(1935) | ) ’ -

: - o o L.
Virginia Woolf fully realizes that'male artists have problems to

7]

"face.~1Aé#early“as 1905v3he,nétes“thatAciQilizéd English”sgg;ggy_h_‘;m7 ;¥ R

neither understands -the artist nor.considers him sufficiently mascgasfe‘

~line in his values and behavior. It views with scorn, suspicion, or
fear his expression of certain ideas and feelings that are better
repressed. In a practical society, for, this as well as for economic .

reasons), parents do not wish their sons to be poets,- paintets, -or+

eépeciallyﬁmusicians.I' Such an attitude is_exhigited in The Voyage Out

by Terence Hewet's mother who "'thought music wasn't manly for boys'"
: b ' . : "

land’preferred that Terence "'kill rats andébirds.‘"z' It also is

‘reflected ig Night and Day by the prevailing ﬂisapprovai'of Katharine
Hilbery's'cousin, Henry, who prefofs practising his music to pursuing

a career in commerce.

By 1929, when A Room of One's Own appeared, however, Woolf had
decided thé; the problems a male artist encountérs in his contécts

with society are mul;ipiigd for the female artist.’ 1f, for example,

ISR 93

)



the male artist finds’money and privacy difficult to obtain, theifemale..
artist’ finds them even more elu51ve. Moreover if the publlc ignores}
" ; . : . LR o | . -’l" -

.the male artist and even treats him occasionally with-contempt on: ‘a‘]L

I~
&=l
o

suspicion, it greets the female artist w}th-overt hbstility; The
world most. frequently 'says to the male artist, "write if you chOOSe,.!

it makes no differernce to me." To the female artist however, it sayg

"with a guffaw, Write? What's the good of your wr1ting7" The wonﬂd

. b
laughs and questions the value of a woman s writlng because it fs of

m/

the opinlon that women are intellectually inferior to men and suited

6n1y to be their dependent% and-servants., Woolf concludes;tQat,”it is

L( ime.. . .the effect df discouragement upon the .ind of.the artist, Lo

be measured.' .Such a climate of negative oplnion ”must have lowered [the

. female artist s] v1tallty, and told profoundly .upon her work " 51nce she. s
cont1nua11y must defend herself agalnst charges of incapavi‘§‘ Even’

as late as the nineteenth centuq;,Woolf notes women'artists received

1‘, SRRV

11ttle encouragement and con51derab1e ove:t_discouragement She,counte‘rs~

\'- 2 .‘,

e'an a&oofhp051tion and ignore

. . Vo 3 ',’\' ; v + )
”characteristics as upon male-domlnated sopial, Litions._ She expresses

: »'4!

'
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umph 1nev1tab1y over whatever obstacles soc1ety may place in its. path

L d
She malntalns 1nstead that women have not produced great art because

r - .
they have been limlted to.producing children and because thlilhave been

barred from education, experience, and sufficient ind endence'to allow

‘them tovhave the courage of their convictions.3‘ Her Room of One s Own
caused a flurry of letters'to theIEditor on the subject of women's
‘l artistic potential: Woolf defends‘her position againSt one,such'writer
"hylinsisting that men deniedkencouragement,.education,ymohey, and
'a0pp¢}£§gi£y, would have been equally unproductive in.the arts.4

~Implicit in her comments is the idea'that women have had to choose

between:beingewomen‘as society defines them and being artists. As a
b umberno%'woolf's'predecesSors oﬁéerve, 1f a woman fulfills all of the
‘& ' .

Qemands and accepts all of the llmitations which society traditionally

ji places upon her then the artist has little chance to flourish In this

LI

‘“; context Woolf ‘notes that the four ma jor female novelists of nineteenth-

o century England Jane Austen, Charlotte and Emily Bront&, and Geoyge

/ ISy

-,;.\

Ellot were chlldless and that only two of them were married (CE 11 143),

;\

:*" EY

e She notgs,“too;;the case of'Ellen Terry;who unable to ignore the."voice

' of her. genrus §left her family and returned to the hardships and rewatds

of the stage*(CE IV 70)., Woolf actually treats the problem of the choice
LR

between woman and artist %ith more insight 1n her novels than she does

; ﬁltimatelyQShe\aoes not suggest that the female artist

. -deny the woman. . She suggests that' woman be redefined to encompass more
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Woolf's commer.ts 1i.. . oom of On~' ; Own anc elsewhere on- the
problems of thetfemale arvic  ure roluci ¢ly well-known. Less'generally

’

recognized is the ext:nt to ionos dizirn t7 zes and even amplifies those

o~

problems in her fiction. In several ot he: novels, female}artists

’ .
_strugglé with art forms created by wen within a soc1ety domlnated by
o

J
masculine values. Lily Brlsooe in To the Lighthouse %s the most str1k1ng

L}

example, A number,of critics far too naiyely dismiss her asta bad or
uncommitted‘painter.5 Igﬁezance of her feelings of inéeriority, their
cau;eé; and their effeets has 1led tokdistorted readings both‘qf Lily
Briseoe as a'character and of the hovel as a whole. The few tritiCS'
who take her serieusly';s anbartiet virtually ignore tﬁe.SOcial teh—‘
'text ;hlch is so’‘essential in evaluatlng L11y s role as an art1st and
thus mlsread the relat1onsh1p between Lily and Mrs Rambayr Critics
more aware of the social context do not ekplore fully the reiationShipT
betweeaqwoolf's varlety of: fem1nlsm and the 51tuat1on of the female : 3
artists in her fiction.6 ; ;. , . ‘ S
Wool always_plates‘her_artiét-characters firmly yithin&é social -

context. As the m;cking biograﬁher-narrator in Orlando netes genius

resembles the 11ghthouse in its worklng, which eends one ray anc then
no more for a time; saQe that genius rs much more'capr1c1ousn1n 1ts ! ) s
manifestations ‘and may“flash six or seven beams in quick succession._.',

N

and then lapse into darkness for a year or for. ever." To steer by its
‘ beams is therefore impossible and'when the dark spell is on them men of

genius are, it is said much like other people (0 188). Ihls Ilkeness"f

of the artist to other people creates certain confusxons among them,

</



' necessary to. their work. If the artist is & woman, thefreluctance,is

:;1 - ’k;l - | R : ! o | r o

'ione result of which is-a reluctance .to grant men’ of - genius the condrtions

[y

o : ” . . . L. "‘
even greater, combined as it is with a certainty that she"1s 'incapable .

- of producing anything significant.

"also constantly imagine how otheu*

© Any attempt to include the social context in a consideration of

Lily Briscoe as a female artist rests not upon an examingtion of

xternal data but upon a con51deration of point of view in the novel

itself. Mltchell Leaska acburately calls To the Lighthouse a "multiple-.

N B

oint-of-view novel." Such a novel re uires that reader and critic’ *
P q v

o ' .- ’
“confront the simultaneo s 'reliability and unreliability of several

viewpoints, the way each amplifies and qualifies the others. If a.

’

reader or crlfic adopts the attitude of a srngle biased character with

whom he sympathizes, bases his 1nterpretat10n upon it, and 1gnores other

Y N

attitudes which complicate or invalidate the p1cture, then he will mis-
read thenovel.7 Multiplicity in point of view, however,.exists in- the
novel in more complex ways. Woolf's characters do not just perceive

each other; they also perceive each other's perceptions and compare them

!
with their own.8 Lily- Briscoe s view of Wllliam Bankes s present and

pastvuiews of Mrs. Ramsay is one 4 K (L 77-9). Woolf's characters.
. @ * . o . .
\ .

re them.. Mrs. Ramsay's view

”

of Llly and Lily's of Mrs. Ramsqyg v-raexample, are complicated by

CLily's view of Mrs. Ramsay's view of Lily. In Lily's mind arise paren-:

thetical obSérvatiggi\:uth as "(but Mrs. Ramsay'cared not a fig for

her painting)" (L 80) Mand ''(Oh, she's thinking we 're going to get married,,_)'.
(L 115). Woolf modifies the old saying, "If we could/§s¥ ourselves as

_ others sees us, it would from many- a foolish fancy free us." Just as

X

~

4

-
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often the foolish-fancy is the other's perception The fact that her o

characters often con31der themselves misunderstood does4not prevent ,
them from misunderstanding others. Lily Brlscoe ultimately is the only

one who comes to terms with this isony

In To the Lighthouse the climate of opinion about the artistic

potential of women 1s embodied in_Charles Tansley Woolf makes clear
that his words, "Women can't paint, can't write," tell us more about

him than aboungemale artists nevertheless, his taunt echoes in Lily's
S

.mind throughout the book. Tansley is contemptuous not only of female“

artists but of women in general . Fuming about the ' rot" talked at the

~ ‘ .
Ramsay s table, he concludes that "it was the woman's fault Women_made

14 A

civilization imp0331b1é with alq their charm, all their sil&iness”

(L 133J4)."His attitude toward women is, hOwever:defensiVe. %eides_

-

;

pises tHem becauge, lonely and self;qpnsj£§hs about his inadequate
. ’ . N . . N
/

clothes- and manners, he thinks that they despise him. He is rude to'LilyK,

. W s

o °» S

for example, because he thinks she 119p to him and laughs at him when
’ ’

she asks him to take her to the lighthouse (L&135f' If Lily lies, she

does so because she resents his dismissal of female artists and dislikes

- the hypocrisy the feminine'sotial‘role demands. Female artists and even

's
women in general however, are'not Tansley 8 only targets He is’

.insecure with most ﬁeople and defends’ himself by denigrating them. In
Mrs. Ramsay 8 thoughts he is "the atheist Tansley'r who g mocked by her
~

children and disliked”most because of his tende y to twist everythinga

'everyone says until he looks superior and they look inferior (L 14- 18)

Lily perceives the insecurities behind Tansley 8 attitude toward female

artists, but'she'still’is affected by it. In, spite of what she tells

N

herself about’ his needs, she feels 'her whole being bow like coxn

\ _ » ' . o 98 .

i
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under a wind, and erect itself: agaln from/thls abasement onl;;éith a

?great and rather painful effort" (L 134 5). In thls contbxt Lily s

self deprec1at1ng attitude is understandable Herb is anot-wholly rellable

point of v1ew, at leas@§to'the extent that sh¢ is able to judge herself

R AN ol .‘ -
and, her art imparﬁ;azz;/a\\ . ‘ Lo 7 LR MQrf

{
. D

Her fears about what other. people th;nk of her palntlng 1nd1cate e

' ) A
,extreme self conSclqysness She 1s afrald that bk Ramsay will look at

" <« . - -

-her canvas on one of his wav1ng, shdutgmg sweeps past her spot on the

<

lawn. 3Even while sher?Loked at the mass, at the 11ne, .at the gblour “

at Mrs.\Ramsay sxbtlng in the w1ndow wrth James,' we are told, I'she ’
! . i '

» ke t a eeler on her surroundlngs lest some one should creep up, and
P

” .
syddenly she should flnd her plcture looked at" (L 32) All of her .

~ B
attention 1s "not focused'on her art, She allows only " W1111a£igankes to Nﬁ
(‘\" v . 9

" look. Yet she judges the plégare she lets hlm,see, "inflnltely bad!",
(L 78). To Bankes she confesses some of her dxssatlsfact1on with her

: work. When he trles to console her, she utters a ”11tt1e ins1ncerity. o x
. oo IR

V. Badl PG

She tosses off the remark that '"'she would always ‘go-on pa1nt1ng, . ©

v
because it 1nterested ‘her" (L 114). Whethe;ythe word "ins1ncer1ty" is the

-narrator s 1nsert10n or ley s own reallzatlon is d1ff1cu1t to determlne

-

The 1atter seems most likely in the context . Lily is not inéineere_
abOut COntinuing to paint, whatever Tansley says. The statement that
she has a recurrefit vision of Mrs, Ramsay no. matter where she happens

to be palntlng (L 279) suggests relatively continual artist1c act1v1ty. L

&

Mbreover when Lily returns to the Ramsays . summer home ten years after

the_vis1t descyibed in Part I, she brings, seemingly as a matter of '
course,'her pa ntlng equ1pment. L11y is insincere, however when she

S net,

uays that pa1nt1ng merely "interests"‘her. Such a remark suggests the
e { ’ . :
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, *;ywv. .. SN o ﬂ, cooa t
female artlst who is afraid’ to draw attentlon/to herself or toveﬁpose her-

self to ridxcule by reveallng td@ much commltment to her work She pre-

s
L .
fers to hide from Lntense scrutiny and’ 90531b1e negative critfcism

'
2t . e

behlnd a facade of amateurlsm and dllettantism She minim%fes her commit -

4

ment even-to;WiLliam Bénkes& oné»df*the-few to.whom she has - the fourage

‘ RGN . ) :
'S . < "7&
to explaln the 1ntent10ns behlnd the palntlng upon whlch she works

ro
R . X e

Even in kart 111, Llly emperlences a few moments of nakedness” before
‘ - 3\
she beglns to-péhnt Sﬂé does n’Efﬂhow if she should attrlbute such ‘mom- »

’.
¢

ents to what she calls’ "her nature," that is . to say to her 1nd1v1dua1 a_‘
; - ‘ .
L="persona11ty and temperament, or .to "her sex.' Or, we obv1ously mlght add -

v . \ - ’

.to the attrtudgp toward her sex she constantly must’ struggle not to

’ -
. ) \ . o .

adopt . In these few moments , L11y is exposed wlthout protection to all

the blasts of doubt": g ot

~Why then did she.do it? She 10oked at ‘the canvas’, llghtly scored
with unning lines. It would ‘be hung in the servants' bedrooms .
‘It would be rolled up and stuffed under a‘sofa. What was the .

o good of d01ng it thethand she heard some voice saying she couldn t
paint . saying she couldn't’ create, as if she were caught 4p in one

_+of those habitual currents Whlch after a certain time forms experi-
ence ' in the mind, so that one repeats words w1thout belng .aware
any longer who orlglnallv spoke them. L o i %

Can't paint, can't write, she mu%hured monotonously, anx1ouslv

considering what her plan of attack should be (L 243} ol LT

S

She does manage on this occas1on to forget everythlng but ber work . Never-

‘theless, her mind produces again- the words, ﬁ:ohmen can't paint, can't

vrite," that Tansley sa1d to hergaﬁ&ecade ago (L 246—7). ‘g
¥ ' :
in

Lily, however, has matured ce then. S@nsitive as she is to~the D)

‘idea that Tansley has melanted 1n her mlnd she no longer spe01f1cally

4
.

%
resents him She thxnks parenthetlcally that y(the war had drawn the
sting of her femlnlnlty Poor dev1ls, one thought, poor dev1ls,’of
J“th;sexes. . ,)" (L 247). Lily is 1ess sex conscxous and more consc1ous
I B . .
: : “ :

M,

[
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ef the human cendition in general, legs conscious of,differences, more -
conscious of similarities betﬁeen the sexes, less angry abbut?unjust
. opinibns of women, more aware ef universel injusti es.‘ Everyone has
f/
feellngs of 1nfer10r1ty and as a result exploits an ﬁlstorts other people.
Recalllng a lecture on brotherly love she: heard Tensley give during the

-

war, she wonders how he .can speak on suchha'topic when he knows nothing

-
.

'( of paintingéand; in addition, needs to dismlss female artists as in-‘
\\}k\jﬂgx/ At this p01nt in her life, however, L11y admlts thabaTansley
has some admirable qua11t1es.ivshe,realtzes that, just as heAdistqrtg
the image of:yomen art;sts forlpurpoges of his.onn, so she distetts his
..imege.,‘ﬂe is .for her‘something of a ecahegoat. 'She cencLudes thet her
///1mage of him and one 's 1mages of othef‘ﬁéB‘Téxln general are “grotesque".
| (L 302—3). Whlle'her view of Tansley is by no means complete?’it dat
least.hée increased in eomplexitﬁé . ‘ . v
: Tevwhatever extent Tansiey enbodiei\zi}&'s oﬁn'seif;douBtS,lwoolf'e
Q,characterizetien of Lily;teneals’that opinions'such\as”his are, at |
Mﬁleast in part{ thercauees of .such eelffdeubts; The circle'ié Qicions.
Tansley‘s‘inseenrity ébdnt himself, partiCnlary_atound women , resnltsb
in his need to.stand snnefio: as-e’memher ofvthe nple,intelfigenteié,
His_attitude-and-that bf"the iarger seeiety it fepresents.provide’an\"
. oh#ﬁ cle for L11y to overcome 1f she . is toflose her self—consciousnese
'v‘and concentrate\on her art. In the ‘event of failure, of course,_the |
attltude prov1des a. ratxonale of reelgnation or of hostility whlch serves»
t0'exp1a1n and excuse that failure. Lily breaks free of the circle to‘ |

the extent that she can think of Tansley without ‘anger and - entment and'

to the extent that she can, at moments at least, see herself not as a

N

N
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woman trying to paint but as a painter trying to express something

y

fuudamental apout the human condition.
L11y s feelings’ of inferiority also are due to Mrs. Ramsay

Tansley s words, "women can't paint, can| 't write,"” are 1nscribed upon.

‘

one s1de of the coin perpetually spinnlng on edge in Lily's brain

Mrs. Ramsay 5 words, "Marry, marry!" (L 269) are 1nscr1bed upon the
. . »
other. The attltude Tansley expresses negatlvely, Mrs. Ramsay expresses

positively. Women should not devote themselves to ‘art’ because, in this . %

~~ sphere of creative 1v1ty,)they have no. potential; women should

L themselves to husband, children, and other people because, in thij

sphere of creative act1v1ty, they do have abillty By embodying hese‘

‘ “* @
two separab e aspects-of ‘the prevailing abeitude toward theIEEMQIe'
R —

B

artist in two separate charact F%, and by show1ng the reverberatldhs w1th1n

' the mind of a particular fema e artist, Woolf Teveals the mAJor obstacles
’ -
Y .
such an artist confronts. . Her presentation of Lily'Briscoe in no way

"‘su gests that, because she is a woman and supposedl unable to: pﬁlnt
- Sug fts, y

she ought to marry. She suggests, instead, that because eVeryone, in-

cluding all- too-often Llly herself, appears . to believe that _she cannot -

¢
paint and tust marry, she indeed does have more trouble palnting than

-

she otherwise might have and she is attracted by Mrs. Ramsay'/’¥1nd of

- existence which at times seems to her richer than. her own . Ifkfemale

' artists believe in- their 1nadequacy as women because they are artlsts,
they are li«-ly to be 1nadequate as both. Ihey cannot lose conscxousness
_ofythelr duubts.aboutﬁthemselves; they cannot direct all of their best

“energies‘tobard,their art; most importantly, thoy hesitate to accept

alternate roles for vomen.' Far from denigrating Lily Briscoe in comparison

~ to Mrs. Ramsay,? Hoolf suggests 1ntermediate roles for women in whlch they
i ) . ) - g Jug, .
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have tieaningful relationships without sacrificing themselves to others

so completely that they h ™" .me or energy to devote either to art or

" to other iﬁﬁérests.~ ‘ .

Far fromlidealizing oo Ramsay,lo Woolf suggests the extent to which

that woman's view of the female role is limiteﬁ, if not obsolete. The,

N

- situation of women in To  the Lighthouse is a transitional one. ihegﬁovel

-~

bggins with a éontrast between“Mrs, Rémséy's attit#de foward-séx roles
aﬁd that of hér daughtérs. The-narrative voice tries tqﬂartié%late what =
Mrs. Ramsay cannot; it hotes her proteétive attitude‘tOQard men‘not dhly

. . o v I
be&éuse‘shebaﬁhires»théir skills and accomblisﬁments,'but becad§é she
senSég fhei;‘revefence for hen\SL'iS)} Nrs.’Ramsay'g three daughters;
however, en:ertain,:along with s?mé‘nOStalgia for Wﬁman as repreggnted

4 , .

L]

P

by their mother, . R ) -

~ . ] ‘ S .
infidel ideas which they had brewed’ for themselves of a life - .~ J"\J
different from hers; in Paris, :perhaps; a wilder life; not _
always taking care of some man or other; for there was in all - C

their minds -a-mute questioning of deference and chivalry, of
‘the Bank of England and the Indian Empire, of ringed fingers
and lace, though to them all there was something in this of the
essence of beauty, which called out the manliness in their
girlish hearts, and made them;ag they sat at table beneath
their mother's eyes, honour her strange severity, her extreme

Mrs. Ramsay's protective attitude toward the male sex is prec ely

thg‘atg§%ude Wooifllater deﬁounceS'in her essays.: In'é Room of Onglbvown,
she disct 'es'male'dislike of female criticism and nétes-thaf "'women -
-havé séfve ‘éll these centuries as‘100k1ng-g;aé$es pds?Fssiné‘the magic
and delicious poweerf'reflecting'the'figure of man at' twice its natﬁ;al.;
size." Man péeds.tgis inflated refleétion ﬁf himself if he is to hand

dOWn'judgments, ektend thebempire, and‘produce laws, books, and speeches

(AROO 53-55). Similarly in Three Guineas, which appéareQ'a decade after
B T D
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© To the Lighthouse, Woolf equates men &ependent upon the exclqeﬁ approval

of women with little boys blowing trumpets outside the wrndow If thgy

r \

receive no notice,men will stop their exhibitions of warlike courage

Just as little boys stop their noise (TG 198) " Women like Mrs. Ramsay »,E)
who are protective and admiring of the military, political, and in- : 'g\

tellectual exploits of men perpetuate thé violence, 1nJust1ce, and in- -
humanity %ampant in both the private world of the home and the pub11c

L X :
world of the nation. - /

P N

Uncritical female deference and the male chivagry whichbis its

. ) . . . : . -

/counterpart also influence art, Thé’productions of the_fémale artist o
especially are endangered. kMrs. Ramsay is a toned-down and humanized
version of that dangerous phantom, "The.Angel in the House," whom Woolf

’ describes in "Professions for Women" (CE II 285 -6). like*the Angel

.in the House, Mrs. Ramsay tries to enlist Llly svaid in flattering and
admiring men. If Lily adopts this attitude,_she never will have the time'

energy, Or courage to- express her own vision 1n her own way. Mrs. Ramsay

thus7functions in part as the particular phantom whose 1nf1uence L11y

' carefully"must evaluate before she -can function as an artist. 11

| The deference and chivalry and the obsession with marriage which

comprise Mrs Ramsay 8 view of the world are questioned 1n the novel not

only by Mrs. Ramsay s daughters Mrs Ramsay doubts every one. of her

views herself In this transitional peri in which her view of the world‘
jisecure and defenSive. ers.

is -challenged she is, like Lily Briscoe, -

Ramsay, however, is older than Lily, in the position of looking back 'J

.and asking, "Bu? what have I done with my life’" She experiences at t1me
/ .

""a gense of being past everything, through everything, out of everything"

¢

(L 130) " Unable’ to change her life any more, she understandably must
: . : 4



arise and by imposing her values on other people.
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justify it ‘to herself.’ She dqes so by queliingvher doubts uhen_they

. However much she reverences her husband and devalues herself, she |

L

~’has disconderting}moments when she doubts his superiority. So disooncert-

ing are such moments that the narrative voice, not“Mrs.'Ramsay, puts her

K
A

vague-dissatisfactions into words:

"- . .she did not like, even for a second, to feel finer than her

she spoke to him, of the truth of what she said. Universities and

'{}"i'_husband and further, could not bear not being entirely sure, when

¥

)(

: dependency and lessened her joy~

' her opinions from him (L 65)

_people wanting him, lectures and books and their being of the ' Cd
1h1ghest importance--all that she did not doubt for a moment; but

it was their relation, and his coming to her like that, "openly,

so ‘that anyone could see, that discomposed her; for then people

said he depended on her, when they must know that of the two he

was infinitely the more important, and what she gave the vorld

in: comparison with what he gave, negligible (L- 65)

She does not like to feel that her husband is emotionally dependent upon
her,‘nor does she like others to notice it. Her discomposure takes her
one step further wheh someone raises the question of literary iqmortality.
" She knows that Mr. Ramsay w111 begin to worry about his. With relief
she predicts that Minta Doyle will praise him and banish his: doubts.
Nevertheless she w1shes that such praise were unnecessary and wond:Ls if

perhaps it Was her fault that it was. necessary"' (L 166-7) . The thought o

“occurs to her, in other words,.that she has created in her husband this

need for sympathy and praise»and'thus weakened him in her eyes‘and in

the.eyes of others, perhaps weakened him in general She has created this

their relationship primqrily by hiding
)

Mrs. Ramsay s desire to think he husband superfor to her is comple— e
mented by his desire to think her in erior to hum. His attitude toward

women is 81niiar,,in some regpects, "to Tansley's. Mr. Ramsay's admiration
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éor his wife s beauty is accompanied by a cpndeéeending attitude
?owa{d her intellect, as his response to the sight of her reading a
book‘indicates. The novel suggests, howevery that Mrs. Ramsay merely
is knowledgable in a differgpt way from Mr. Ramsay The contra;t be-
'tween their choices of reading matter and their responses to what they
read is one indication. She chooses poetry. Immersing herself en-
tirely in~it, she responds %o the rhythm, the sound the colors sug; .
gested by the words rather than to their meanings and is rested, puri-
fied put into touch with sonething essential He, on the other hand
chooses a Scott novel and, flthough he loses himself in- his reading,
cannot entirely suspendkhis judgment. His reading invigorates rather o
. than rests him (L 183-9). Woolf presents both of their réfding ex-
periences, however, as pOSitive and meaningful

| Sometimes Mr. Ramsay s condescens1on shades into contempt. He

- scorns his wife s lack of attention to facts. During . their inter-

change early n the novel about the possibility of visiting the light—
house on the following day, hr. Ramsay is enraged by "the extraordlnary

" of Hrs. Ramsay s optimism about the weather and by "t the

irrationalit‘
folly of wonen's minds" in general, by ‘the way they fly "in -he face
of facts," /create false hopes,tand lie (L 53-4). Mrs. Ramsay continu-.
'aiiy.exag' rates, it‘is true. She does so, howeyer, not S0 much becauSe
.she belieyves hgr exaggerations as because she instinctively tries to :

' create.a atmostphere of heightenpd antfcipation or. sympathy or gaiety
vfor those around her. Human feelings Pake precedence over practicality.:
Eyen the masculine intelligence manifests itself at her dinner tab‘}ap»7

only . after she creates the proper atmosphere‘ Mrs. Ramsay admires the
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masculine display of knowledge that she does not posseSs. Nevertheless.

' she seats “Paul _Rayley beside her because he is less an arid intellectual
_than any of the\others.. Moreover, her sensxt1v1ty to the problems of |
the male ego enables her- to distinguish false displays of learning
from true ones. Tansley, she realizes, does not know what he is talking
about; he merely'needs.to assert himself, tovsay“'I-—I-;lf“(L l64f5).
| lhe novel suggests that Mrsé Ramsay's mind is morewuntrained than
essentially irrational, just as Mr. Ramsay's mind is more trained than
essentially rational. Her mind has‘a factual side, but it finds no out- )
let. When she dispenses charity, she notes down 1nformation about the
people{%ho are unemployed as well as about the earnings and expenditures
" of those who have work. She.tries to be "what with her untrained mind she,
 greatly admired, an investigator; elucidating~the social problem" (b 20)._4
“Mrs.'Ramsay is not.allowed, lowever, toapply any ot the knowledgefshe
gathers in_this way: She woald like to work outside .the home .to solve
some of the social problems which appall her but with a husband and
’eight children, she has no. ‘time. Furthermore, the deferential, sympathetic
_role she plays in- relation to her husband and children results in their
~conviction that she is good for nothing. else. When, she tries to call
attention to some of the ‘'social problems in which she is interested
| they only laugh at -her (L 160-1). |

Mrs . Ramsay 8 SO= called intellectual inferiority and irrationality,

:therefore 'merely are the products of both her own and her husband' 8

>
B

bneed to believe in them. With this idea of women 's inferior.potential
goes the’ poor education and lack of experience and purposive activity
outside the home vhich perpetuates the idea. To Tangley' s taunt "Hbmen
can't paint,»can 't write,"“thereforp, ‘is added the Ramsay family 8

= - .



e
o
W

Ty 108 :

°

laughter at Mrs. Aamsay's attempt to define and her desire to s;lve
social problems. Lily continues toxpaint despite Tansley. Mrs. Ramsay'
is halted by phe first derisive chuckle. "Her activity never gets beyond | !
‘the wishing stage. Woolf does not advise women to 1mitate masculine
methods of pursuing knowledge or the masculine systems and 1nst1tut10ns
established to handle the problems ofvthe country, but she does advocate !
the use in society of the special knowledge women have gleaned from long
confinement to the sphere of human relationShips. Mrs Ramsay is a
striking example of woman s energy denied outlet in a society which' very
well might be improved thereby, Instead her energies.are channeled in
~ldirections which are debilitating both to herself ‘and to others because
of the exhausting and tyrannical emotional dependenc1es created

Hrs. Ramsay s self- doubts are increased bv the‘fact that not all
men respond to her beauty and need her power to sympathize with them and
to renew‘their self confidence The contrast between her power over
v'Charles Tansley and her lack of power over Augusbﬂs Carmichael is a
case in point , She knows how to make Tansley feel pleased with himself
: but feels pity,and contempt for him at the same time. She calms- him and -

{

makes him confident with what he interprets as 1nSinuations of "the

greatness of man's intellect, eVen in its decay"-apd "the subJection of

all vives. . to their husband s labours"(L 22).  But, however . ‘soothing

I

.. she may be, Mrs. Ramsay is condescending toward and even contemptuous
of what she can manipulate so- easily v She pities him enough to decide
hthat Lher children must- not be allowed to laugh at him any more, but she

is annoyed by his glibness, his academic jargon and sums him up as

~

"an awful prig~-oh yes, an insufferable bore" (L 25) Mrs. Ramsay is

\

less ready to acknowledge a similar reaction as we have seen, to her’

¢
!
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husband's emotional,dependence upon her which, she realizes,'may be at
least in partvher faulG.. A

The fact that Carmichaeb needs nothing‘from hervleads Mrs. Ramsay#
to suspect both that need.and her own’motives for fulfilling it.
Carmichael's shrinking away wounds her and makes her snspee% "that 5114
this desire of hers to give; to help, nas vanity" and’selfishness
(L 68#9). The’justice of her aSsessment of her mbtives is borne out by
_her thought that the people.presentvat her dinner, especially Paul and
" Minta who have become engaged w1ll remember not only the setting but
also her Mr. Ramsay's desire ‘that people should continne to read-his,
works is paralleled by his wife's desire that people should continne to
remember her part in”their lives.‘ Yet she admires Carmichael in'nhose
life she plays no essential part, 1n a way that she does not admire Charles
Tansley or even, at unguarded moments; her‘husband "Whether people |
1aughed at h1m or were angry with him,ﬁ she observes, Carmichael "was
~ the same. He did not like her, she knew that; but partly for that very
reason she respected hlm, and looklng at -him, drinking soup, very large
and calm in the failing light, and monumental, and contemplative, she
wondered what he did feel then and why he was always content and dig-

, n1f1ed .i."v(L 150). Carm1chael 8 confidence and self-sufficiency

»

suggest an inner strength that impresses_Mrs; Ramsay even thOugh, and
, ‘ o L & ,
" perhaps even because such strength means that?she does'not impress him.

'In~addition‘to her doub.: abaut deferenee and chivalry, Mrs. Ramsay.
has doubts about her preoccupation with matchmaking and marriage. In
Orlando Woolf ‘credits the nineteenth century‘with this_marriage mania

and satirizes the proliferation of wedding rings which causes Orlando's

ring'finger‘to,itch; In To the Lighthouse, 11ke an evangelist\on behalf
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of ‘the spirit of the prev1ousjage, Mrs. Ramsay exerts her powers to the
utmost in order to bring men and women together in marriage In the
course of the novel she engineers’ hne marrlage and tries to engineer‘\

another. Paul Rayley s thoughts indicate that she has given h1m the

confidence and courage to propose to Minta Doyle (L 123 180) Apparently,

‘(

too » she has had some influence over Minta "Mrs. Ramsay reluctantly

acknowledges the possibility that she exerts pressure on people to marry
. ,T.‘

and suspects her motives for urging them to do so. She_realizes that.she

is "driven on., too quickly she knew almost as if‘it were an‘escape for

* her too, to say that people mus t marry, people mst have children"

(L 06-7)." When she talks to her husband about ;he engagement, she vonders
"why. . .One wants people to. marry’" ‘and assoc1ates this question with
another "What was the value, the meaning of th1ngs’" (L 188) The

questions are unanswered but their Juxtap031t10n suggests some relation

"

~in Mrs. Ramsay s mind between the two To her, meaning andvvalue.reside

in marriage, a marriage such as hers with Mr. Ramsay,.12 -Whatever her
———

doubts, she has formulated no alternate meanings or values. In fact her

_insistence upon marriage for everyone else suggests a degrre to defend

her _own gense of meaning and: value, to prov1de an ansuer to the question

of wh{B she has done with her life. Through the marriages she creates,
I

she recaptures something of her own past and Justifies a life in which

" her only . identity has been that of wife and mother.' And, by recreating

the pattern and meaning of her life in the next generation, she achieves

a kind of immortality,
The'Other marriage Mrs. Ramsay tries to engineer is between Lily

Briscoe and William BankeS. Lily does not- realize fully that Mrs. Ramsay

1353%é!oubts herself and her values. If she did her struggle against those
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+ values wonld-be less difticult- She does realize that she could not live
_as Mrs. Ramsay livesaand also paint. Life for“a woman,_at leasgt as
'defined by Mrs. Ramsay, makes‘arg.impOSSihle.};Neither time nor energy
_remain for it. Lily seesflove, as represented in the people around her
as,splendidobut, especially for a moman, exhausting. It means Mrs.
Ramsay "giving, giving, giving," and then dying, while Mr. Ramsay

just takes (L 23é). It feeds "on the treasure of the house, greedily,
disguStingly“ (L 270-1).‘§Thesmembersiof the RamsayAfarily continually
'come-to Mrs. Ramsay'with varions needs and demands\because she is ai
woman. They come until she feels as if she is-~"nothing but a sponge

sopped full of human emotions" (L 54 63). "Once in a while she hag a

chance to consider her sense of life apart from her:family. Then she

< /
¥

can shrink to "a wedge shaped core of darkness, something 1nv1sib1e‘
to others“ (L 99 100). |

Mrs. Ramsay s barely-acknowledged doubts about ‘deference, chivalry,
* and marriage as vell as her unfulfilled need to develop other aspects
of herself cast doubt upon her entire view o% woman ' s ‘role. The irony
of. her positlon is that she deprecates ‘and unthinkingly tries to Jeopardize,
even to de‘ﬁroy some of the qualitles she likes in people and would like
' to have developed in herself She does 80 because to value those
'kqualities is to threaten her traditional 1mage of herself and of her life.

‘She admires secure and independent people, but they dovnot need her or the

_ systém of crippling intellectual and emotional dependencies that has
.constituted her»life. The rony of Mrs. Ramsay 8 position is most apparent
in her relationship with Lily Briscoe.' Mrs. Ramsay likes Lily 8 L‘

apparent self-sufficiency, Just as she likes Carmichael s, but she has

little sympathy for the artistic career which both fosters and benefits

-
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from it. When ghe insists, moreover, upon marriage for Lily and for all

- women, she gives no indication that ‘g

S
~ -g 5

v@%h%isions a male-female relation—

(=
‘.t.

3hip any different from her own. Liﬁygﬂon the other hand is thrown'into
a turmoil of attraction- repulsion by Mrs. Ramsay s 1nsistenee that She
. marry. A substantial portion of. her development is toward a realization

that a woman need not, 1ndeed must not choose between art and life, and

-that a woman's life need not be like Mrs. ja\yay~s. - A 5\\,
o . N

' The extent to which Mrs. Ramsay pressdres Lily about marriage is
revealed,by,Lily's thoughts.~ In Part III she recalls how Mrs. Ramsay

had singled out William Bankes and had tried to inculcate in Lily her
&

-

own attitude toward men, one of admiratign and pity To Lily Mrs. Ramsay
praises Bankes's kindness and his ability as a scientist but pities the
life he leads in a house which reveals no woman s touches. She suggests -
'that Lily has the qualities that make her a natural mate for Bankes and
\sends the two of them on walks. 1In Part I, therefore, Lily finds

Mrg Ramsay "alarming " "high handed ," (L 76), "wilﬁu—?" and' commanding" :
(L 79). She.watches Mrs Ramsay take people s actions and words and j/“

' adroi@ly shape, even maliciously twist"them. | She sees her moving
about laug\i v insisting that Lily "must Minta must, they all’ must

marry, singg/in the whole world whatever laurels might be tossed to her

(but Mrs.sRamsay careﬁ not a;;igafor her painting), or triumphs won -

by her. . .there could ‘be no dis uting this an unmarried woman .

. an unmarried woman has missed the best of life" (L 80) Against Mrs.

Ramsay s insistence on marriage, Lily hurls her role ag dutiful daughter,
the only other draditionally acceptabie alternative to wife and mother .,
~ Lily. even hurls, “had shek—ayed to say_it her painting " 'Yet.bksi

Ramsay 8 apparent conviction causes Lily to. doubt herself She feels-that

Ve
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her father and,her painting'cannot equal marriage as Mrs Ramsay sees
: i

it. Stlll she lles awake insisting that she is exempt from whatever law
‘requires women to marry‘ At this ngent, unaware of Mrs. Ramsay s .
lsxmllar des;re for solltude and for ar Sense of: herself as an individual,
’ L11y pleads that '"she liked to be alone, she liked to be herself, she was::
not made for that.'" Ultimately Lily finds herself laughing "at the
thought of Mrs Ramsaykpre51ding w1th lmmutable calm over destinies which
she completely fa11ed to undgrstand" (L8l) In Part III‘she has
attained enough detachment to recall Mrs.;Ramsay.and to wonder, "What
was this mania7 of hers_for’marriage?f‘(Li?7d)}

| Throughout the dinner'scene,'during whigﬁﬁlily;feels eoerced into',
playing'the feminine{trick of being nice to inseCure young men, she
keeps reminding herself that her palnting alone matters and that she
does not have to get marrled. At the same time,she is flung violently
'between the poles.of attraction to cnd repu131on from~10ve and marriage.
Mrs. Ramsay s.1n1t1:1 success with Paul and Minta causes’ Lily to feel .
left out and env1ou3, yet she mental Y Satirizes Mrs. Ramsay leading,_

~ "her v1ct1ms.\. :to the altar" (L 157 -8 . 'She‘admits'that love is

"beautiful " "exc1ting," and "necessary" yet the endless praises that

i

have ‘been sung to 1t never seem to touch woman ' s d sire for sop

9 ~

thing
inhumane"'

2
b

morea{ Nor do they indicate all that’ 1s’"tedA§§§ puerile, a

Cin what is called 1ove (L 159 60) Lily admires the Ramsay 8, yet she

,-‘is quite aware that they éﬁeépot always happy together Their marriedbﬁ ﬁ
. A ‘

ilife has had its share of bedroom doors slamming violently, tempers
flaring, plates whizzing through windows (L 305)

The repulsion combined with the attraction in Lily 8 attitude

"

"toward love and marriage can be interpreted as a weakness on her part,"

] .
‘ v
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-an 1nab111ty to’ confront certain aspects of - llfe. Such a Lnterpretatlon
however, ﬂs the product of trad1tional notions: about what a normal woman's

.attltude toward men, love, and marriage should be. Lily's negative

. reaction is not agalnst men, love, anid marrlage per se so much as 1t ‘is

" a more 1nc1u31ve view of male -female qualities and relationshlps wh1ch

"1s, in one sense, a strength It is part of the more complex and more ey

-aga1nst what a patriarchal system has made of them. Her/negative reactionﬂ

’encompasslng perspective required of the artlst Lily struggles toward

yadmlts alternatives beSLdes that represented by the Ramsays. In Part 111

.8

of the- novel , Lily 1mag1nes herself smugly telllng Mrs. Ramsay about the

.( fallure, from a trad1t10nal p01nt of view, of the Rayleys marrlage h\\;<

J

F_Thelr relat10nsh1p has expanded to include ‘a thlrd person Paul s

v mlstress who shares his 1ntellectual life and’ is admrred and befrlended :

[ . v
by Minta. LlLy also feels trlumphant because ten years later she stands

in the same spot still paintlng and st111 unmarrled

is rlght about their compatlblllty. Her mlstake is to assume thaq 7

A Hrs. Ramsay is wrong about marrlage for WIlllam and Llly, but she .

.

compat1b111ty necessitates a conventlonal legal bond deference,_chxvalry,

and numerous children.- Just as the Rayleys relat1onsh1p is qulte

e

‘,and fulfllling relationship for

' Ramsay, Lily is more preoccupied with understanding Mrs Ramsay than’

different from any contalned w1th1n Mrs. Ramsay's view of marrlage, so .

’is thae between Willlam and Lily Thelr 1nt1macy seems .to be based,

not upon seg'al attractlon ‘but upon mutual respect It is a Satisfying

'f'them._ Their compat1bil1ty is evi—_,

9

1dent in Part I of the novel They share the eveplngs, respondlng in

fsimilar ways to the ‘ocean setting They share: an interest in the, Ramsays.‘

William is ‘more preoccupie?~with uhderstandlng Mr Ramsay than Mrs..
v Lo
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Mr. Ramsay. Their preference is comprehensible (homosexuality aside) -
in that the Ramsay of the same sex represents’ an alternate way of’ life
to the one eahh has chosen ~ Both William and hily have difficulty

identifying with - the Ramsays'.domesticity.J,Both, moreover, admire each

8

Q

‘other,-but neither makes the other,larger bsmaller than life. He
admires her orderly habits and good sensef:;Zch outweigh, in his opinion,
_her lack of more feminine allurements (L 33). ‘He likes her, too because
”1he can talk comfortably with her about Mr Ramsay (L 74). "She identifies
with him as someone who has his work and needs.no pity (L 132). But
while she admiresmhim as av"generous,hpure;hearted heroic man ﬂ“she
is'aware of his7eccentricities (L 42). she likes him,.too because he
.conv1nces her that “one could ta‘k of painting. . .seriously to a man"<
h(L 272) His attitude toward female artists is not Tansley sS.

In Part IIT Lily decides that Bankes 's friendship "had been one
‘of the pleasures of her life." She recalls his consideration for her;‘

~the valks during which they enJoyed the flowers and\:jHYOld her about

'perspective and architecture. She-recalls her aid; is purchase of

- a new carpet as vell as a discussion they had had about Mrs. Ramsay
When Lily says to herself in this context that "she loved William

Bankes" (L 272), the wo suggest a bond different from that *ecoonized '/§

by Mrs. Ramsay, but .one no 1 s satisfying to Lily. Her relationship with

Bankes' is an alternative whichldoes not exhaust and drain the woman 8o
\‘thoroughly that she is unable to function as an artist Their relation-
ship is not 1dealized in ‘any way, it is not suggested necessarily as a

: substitute for the Ramsays relationship. it is suggested as a reason-

ably satisfying alternative, perhap& only one of many satisfyin@?

alternatives, for people Hho need significant relationships with other 3

-
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people but also_peed to expend large amounts of time and €ergy in, ,
other ways Anyone/éware of Mrs. Ramsay's dissatisfactlons as presented
‘1n the novel, anyone sympathetic with Lily s de31re and determlnation
to paint, hardly can conclude that hexr friendship w1th Bankes is a poor
substitute for Mrs Ramsay's" marriage to Mr Ramsay. v

'In 1932’Winifred,Holtb » like May Siqclair before her, obJected to O
the fact that just when qg;yfemale artist'\n1ght have. climbed out of the
trad1t10na1 limitatlons of domestic obligation by claimlng to be'a: human
being, she was thrust back into them by the authority of the psychologlst "
The psychologist 1n51sted that a woman “must enjoy the full cycle of
v‘sex;experience or she would become r1dd1ed with complexes like a rottlng
"frui‘t."l3 Two years later Holtbylnotes that professional women, - /ﬂ
hincluding art1sts, may choose not to marry in order to’ devote themselves

to their work an that in most cases they may lead full, satisfylng,

v and happy lives.14 The recurrence in_zgithe Lighthouse of the term .

L]

' "old maid" indicates, however, the extent to which views other théin
vHoltby 8 prevailed in the prev10us decade. 01d maidishness in the novel
; is associated overtly with.fu351ness, precision, and ill-tempervand-
covertly vi;h self-centeredness.A_It is a term applied‘to unmarried
people whether male or female. When Bankes'getsvtired’of conversation
‘" and makes a remark "about punctuality being one of the minor virtues y
:which we do not' acquire until later in life," Mrs. Ramsay thinks
'“what an old maid William was becoming"(L 145~ 6) vTheinaffative voice
v'describes Lily pitching "her easel with her precise old- maidish move- lk,
ments"' (L 229) and Lily, a few pages later,‘so refers to herself The
'context of the latter passage, hovever,.is important Lily feels in--
'Fadequate to cope with the overwhelming need for sympathy which has

-

7
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driven Mr? Ramsay to bear ‘down upon her at her easel In response to.

‘his groan "any other woman in the whole ﬁgrld would have done something,
sald‘somethingﬁ—all except myself, thougdt Lily, girding at herself

: bitterly, who am not a woman but a peev1sh, ill-temper dried-up old
maid presumably" (L 234). The "presumany" whach concj\des the thdught,

however, suggests that Lily repeats to herself the charges of society

N
that single women are not women, almost believing them as she almost "

IS

Abelieves that women can neither paint nor write. But although she
‘repeats and‘hurls both‘Qharges at herself, she believes neither completely.k
Her‘ftruggle to maintain her sense of herself as a!woman and as an artist
merely 1s rendered more dlfficult and palnful 15

When the complexities of p01nt of v1ew in To the Lighthouse are con-

- sidered, the status of Lily Briscoe as an artist becomes clear. All of

the 11m1ted views of her as a. bad or uncommite painter or &3 an un-
~ ~ .

fulfilled old ma1d fall into their proper subor inate: places. Lily,

v1t becomes apparent, suffers from intense feelings of‘inferiority She.‘
_ feels 1nfer10r ‘as an artist because she 1s a woman. The cause is the
generally-held opinion that women are 1ncapab1e of significant 5§EI§t1c
iproduction : Moreover, she feels 1nfer1or as a woman beézﬁfe she i3 an

artist. The cause is the equally- prevalent notioq that omen must

.r
N

fmarry and devote themselves tq others ' Woolf s po&nt is not that Lily

is 1nferior as an artist but that she is hampered because she COﬂSidELS

e

. herself so Her struggle for self confidence in an environment which
.nexhibits 11tt1e confidence in her is continucus, painful, and as often

futlle as it is successful

\
N,

One of the recurrent discrepancies ¥n the criticism of To the ﬁight-

house is related directly to . the complexities of Lily 8 attitude toward
L 4 N

’



: {
(/ g
| e
herself. as woman and artist, although most’critics do n?k approach the
vproblem in this way.. Most of them rightly assume tHht Zily,is a develop-

’ N .
ing rather than -a static character.16 The, exact direction of her develop-

. -

ment, however; causges considerable confusion. That Lily needs a balance -

between life and art generally is maintained . Thesge opposites_are refer- -

¢

red to in a number of ways' involvement and detachment, emotion and

intellect vision and design, female and male. Which Lily has and whlch

' . ._\J

she needs however, apparently is a p;bblem.~ Acfnally no clear pro- f
gression from the dominance of art to the 1nolusion of life or from the
dominance of life to the inc1u31on of art exists._ The progression
inatead, 18 toward a redefinition of both: terms Once they are re-,
defined, a creatively productive balance between them becomes p0531b1e.
‘Art cannot be defined as impossible for a woman._ Life for a woman
k cannot be defined as self-abnegation Once these fundamental redefinitions
'are achieved Lily can accept herself as both artist and woman. The |
one does not neces31tate a denial of the other merely an adJustment
of traditional expectations. The abi” 'ty to create as a whole person,
without the angry or resigned sex- consc1ousness resulting from too;
- rigid definitions of sex roles, enables Lily to complete ‘her painting.
hFor however brief a moment she achieves the androgqneity17 which enables
her to harmonize and to express the hitherto discordant . elements of her
expetience. The final line stie draws in the center of her painting of‘
Mrs. Ramsay not only defines the. contradictory ‘halves of woman 's experience
.in a transitional period’but‘also unites them, |
o Orlando

. ,

~In Orlando (1929), Woolf treats the problem of the female artist

v

in afmore fantastic vein.18 She extends thejzevelopment’of her artist_
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character over several centuries and; fairly early in the boo%;‘in the
seventeenth century, changes the sex of that character from male to
female. Most critics offer explanations for this change'and, while some
are better than others, they are»bygno.means nntually exclusive. One
bexplanation is th;F’finothe‘Sackville family UPon'vhich the book isvbased:i
the male line’becamevEXtinct in l843 and the family was continued through
- the female line.19 Another is that Woolf reflects a change in theA

hlstory of English literature and ulture from the masculinity of the
Elizabethan age to the femininity of the Victorian 20 Undoubtedly she
‘does develop in Orlando an analogy between the person;l history: of the
,1nd1v1dual and- the history of English culture In addition to a change

" from masculinity to femlnin Yy, however, she sees a cumulative process
'at work.l The book suggests that the indiv1dua1 personality, like English
culture, is dual, even multiple. At the same time, Orlando and English
~culture remain essentially the same

May Sinclair briefly antifipates by over twenty years the sex

'change, over the centuries, from masculine to feminine that is the basis

' of WOOlf s book Luc1a Harden in The Qiyine Fire (1904) represents the:

lyoungest generation of a Brltlsh family as old and established as the
'h Sackv111e family whose history is in the background of Woolf' s work
g‘A chronicle of the Harden fagily exists.v ‘An interesting fact about -
that chronlcle, however, is that it makes no reference to the women of
the family except to mention‘that noné of them ever had been allowed to
1nherit the family s prized library. “"The inspired pen of the chronicler "
we are told in- a tone anticipatory of Wbolf 8 own levity, ' evoked the

: long procession of those Hardens whose motto was Invictus' crossg- legged

'_crusading Hardens Hardens in trunk hose, Hardens in ruff and doublet,
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in ruffles and periwig; Hardens in powder and patches, in the loosest

- of stocks and the tightest of'trousers; and never a petticoat among them

all.'"21 Like the btagraphefrnarrator who léter.relates the history of

.+ Orlando, the chronicler of the HardenAfamil"has tried to be stfictly

)

factual, to avoid delving into the psychology of his subjects. The
'pqrtraiCS of the Hardens, however, suggest‘much. The’male Hardens had
"married, generation after generation'

their opposites. Their wives were not expected to .do anything
noteworchy, beyond sitting for their portraits to the masters
of tne day. . . .The portraits have immortalized their faces and
their temperaments. Ladies of lax fibre, with shining lips and
hazy eyes; ladies of slender build, with small and fragile fore-~
heads, they hang for ever facing their_uniformly‘heavy-browed
and serious lords, Looking at those faces, you cannot wonder
that those old scholars had but a poor opinion of woman, the
« irrational and imutable element in things, or that the library
{ had been handed down from father to sop, from uncle to nephew,
evading the cosmic vanity by devious lines of descent. It was
a tradition in the family that its men §E6u1d-be scholars and
~ its women beauties, occasionally frail. o '

a

C

Woolf's Ramsays are a modérq counterpart of these marriages of scholarship
S R L _ T L »
and mutable beauty. But in To the "Lighthouse, and even more so in Orlando, -

a transition Eo a new @rdér is suggesfed; In The Divine Fife; too,“fthe ;
Hardén iptellect.haq-ch nged its éek;“'~2fte; ten generafibns the family,v
.prdduCes Sir Frederick, Lhcia'sﬂfathe;,-whO'haéjthevcharacteristiCS of
: Lo S i @ .
~ the’ female/ side of the family. Then iﬁvproducss Lucia, wﬁo_ha§\§%§-
Harden in gllect‘soffeped_by a certainvambuﬁt qggfeminine emotion and
-hesiﬁatidn. | { |
"/Y- Oriando's gexiéhange, sevefﬁ&icritics néte,;;S'p;imérily Woolf'si
wéy of presenting her oﬁﬁ,;heOries about'the hd;;ﬁ perSpnaliﬁy.an& about
the differences'and similarit;eslﬁétween’th%:sexes.23'>1he allusion to:

Shakespeaté's'young'nobleman, O;igndo,-ih As You tike It is épbfopriate

not only becausgiwbqlf's ndyel-begggs'in the Elizabethan ége.or»because
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Shakespeare 's young man dashes through the forest and behaves in.a
‘love -stricken and extravagantly poetical manner, but also because the
play must have suggested to Wbolf or at least reinforced ‘her idea that
‘beneath such soc1a1 conventions as clothes and manners the twﬁ sexes
are similar or mixed. Shakespeare s Orlando does not change sexes, but
Rosalind, the tall, clever- woman whom he loves, is one of the. witty young
women, originally played by boys in Shakespeare s plays, who successfully
disguise themselves as mem. 24 In that guise she mocks traditional views
'of women andllove. |

Ralph Samuelson 1s correct, however when he insists that WOOlf
does not change Orlando S sex from male to female only to suggest funda- p:
mental 31m11ar1t1es between the sexes.. She also wants to portray a woman,
and more 1mportantly, a woman who 1is ‘an artist, in conflict with her -

environment 25 The long time span and Orlando 'S sex change enable Wbolf

to illustrate the prop031tion advanded 1n A Room of One 8 Own that while

artists in general have problems female artists have more. Once Orlando
becomes a woman, the obstacles she confronts are much like those Lily

Briscoe encounters in the early twentieth century The elevation of the

male and deprecation of the female 1nte11ect and the female obsession with__ﬂ‘

marriage are not peculiar to Lily' s situation they are the products of
;at least two centuries. |

Because Wbolf insists that the problems of the female artist are not
inherent to her sex but originate in herCBocial env1ronment, point of
v1ew is an essential consideration whenever a female artist appears in '
" ‘her fiction. Orlando is not a multiple point-of-view novel like Tb the
» Lighthouse nevertheless, society s opinion of the female artist is 'clear. .

Orlando s story is narrated in the third person, but Wbolf replaces the

¢ X <. ...—.:-‘-_ - 4“ -
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te1u31ve narrative voice of To the Laghthouse with that of a more distinct

character one w1th many of the characteristics of the traditional biographer.
A

-As John Graham points out woolf s extens1ve reading and rev1ewf§§3had
familiarized her thorOughly with the pompous diSplays of superficial
learning as well as the fundamental ignorance of numerous biographers.

Much of Orlandopparodies their excesses and,,as,Grahamdsuggests, attributes‘
them to avvalue system that is masculine.26 Instead of seeing Orlando
wholly through ‘the biographer s eyes, however, we increasingly see the
world through her ~yes. Graham concludes that this ‘change from fantastic _i
‘to serious is detrime“tal and results in the failure of the book’as a )

27 >

work of art.’ Assuming both that’ Noolf tried to produce a wOrk of

relatively pure fantasy and that she should have done so, he 1mposes

P
o

upon her some of the very aesthetic criteria she defles FranE/Béldanza

more accurately describés the book as a combination of fantasy, biography,

history, and fict‘ n with serious ideas, a mixture of content and style
that represents|a ravolt against the traditional male- dominated novel 28
-Indeed, w6;1f 8 nar;ator does resemble in many ways the omiscient male |
‘author of the eighteenth and nineteenth century English'novel who knows
hisg charactersv thoughts, listens in on and reproduces their soliloquies,
passes Judgment and editgrializes wheén so moved, and talks about his
problems as a writer. Such authors are biographers w1th a difference,
able to choose subJects and take liberties with them that the biographer
‘ traditionalf% cannot. 29 Orlando thus represents'a revolt against more
than one manifestation of a masculine value system.

WOolf presents Orlando, her female artist, partly from the' point

of view of a male writer unlikely to understand or to sympathize with

: her problems, the very attitude, in. fact likely to perpetuate those
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problems. Eecause the narrator is interested in facts; however, and
gbecause he liberally reportsAOrlando's thoughts and'quoteslher soliloQuies;
we know her'fesponses to that‘attitude. In the final chapter;the narrator
reli:: to a greater extent than in prev1ous chapters upon Orlando s
thoughts. ‘By doing so, by even occ351ona11y dramatizing her thoughts
as she explores her inner reality, he inadvertently demonstrates that&the
novel can do w1thout his' pedantry and garrulity, that other ways of tchar-’
acterizing women exist The meaning of-a person s life becomes what :e'.
. he perceives it to be, not what another perceives about him. -If Hgolf
presents the history of English 1iterature and culture along with the t o

history of an 1ndiv1dua1 personality, then the increa31ng effacement

of the narrator in th final chapter is an accurate reflection of - the

: Q
[
o

 Dew tendencies in the nov 1, not ‘a loss of control over an originally- M e

fantastic work . Presumably the narrator reflects the spirit of hls : N S

_gge Just as Orlando does. The narrator s age is the early twentfiethI

century in which theories about the. novel are at“odds. f WOolf allows

her narrator to- choose an approach similar to that of the male novelists

- of her t1me whose values and methods do not differ greatly from those of
vtheir predecessors, she does so in order to parody it and in order to e -

s

supplant it at the end In’ this respect Orlando is a_more congistent

work than it 1nitia11y appears. ' e ' - , | o “‘5”

Point of view in Orlando is still more-complicated Much of what the L
.narrator'says'is not’parodied His br1ef discourses on Time and ‘the Self |
memory; the sexes, the modern hostess, and genius are less examples of ¢
hls pedantry than they are. Wbolf like o:;ervations meant for serious

] consideration. Mbreover, Woolf did not take the female artist and her

iproblems 80 seriously that she was incapable of humor. On the contrary,
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the mockery in Orlando frequently is directed not at the narrator but’

at Orlando herself .and the reader is encouraged to identlfy not with
‘Orlando against the pedantic excesses of the narrator but w1th the nar-
rator against various excesses of Orlando. An example of the latter )

is her tendency to reflect the sp1r1t of the age in which she lives by -
,mgans of various literary extravagances. In such.instances the narrator -
i becomes the parodist In Orlando, therefore, Wbolf treats the female
arti;t and her problems both seriously and comically. In fact, as many
»modern commentators on comedy realize, the two are 1nseparab1e.30 Her_
vtone often is, to use Joyce's c01nages, 'joco-serious" or. serlo-comlcV
,Certainly she says of Orlando in her diary, vy want fun., I want fantasy "
But she recognizes the serious element in the intellectual play that

.

J gives her ‘such relief : "I want (and this" was serious) to give things '
o v

:ﬁ their caricature value" (WD 136-7).

.ng : Orlando dramatizes Woolf's: content1on that vhile male. artists

have problems female artists have more.‘ Ihe'biographer-narrator exhibits

little sympathy for noblemen who write, but even less for women who do

.  His mockery, which suggests not only contemporary attitudes toward

.....

rtfst‘ but attitudes prevalent in previous centuries, is held up to ‘

4

P
»
+ ,rfdicule. In the first two chapters the narrator who descrlbes as a

‘ﬁ%orrible malady young Orlando 's fondness for writing, shares the bias
“-of the Elizabethan age against noblemen writing. th a nobleman would
' baN

want to write instead of mi%%%ﬁgto enjoy his wealth why he would give

all he has -to write well and to win p@bise for hls efforts, is 1ncompre—

L b

hensigle,,ln Orlando s particular case HTltlng is not a fatal dlsease, as
- it is. in the cases of noblemen who discovering that wealth cannot buy

' talent or. fame become ‘physically ill or suicidal In Orlando's case
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writing is a vice, an addiction. Orlando, quite aware of such attitudés,
- 1s prolific but, even when one of his works is published, secretive:

- ¢'He had never dared show it even to his mother, sifice to write, much

" more to publish, was, he knew, for a nobleman an ingﬁE§ab1e disgrace" (0 72).
The narrator also ridicules the female Orlando's desire to write.
. . ) . ‘ . v - .
In this case the narrator's opinion coincides with the opinion of the

female artist that prevailed in the nineteenth century and continued

into the twentieth. - Writing may be described as some kind of disease or

vice in the case of an Elizabethan nobleman, but at least he is neither -

accused of shamming nor treated'cbndescendingly. The female. Orlando's

L

~constant writing and thinking, as well as her lack of interest 'in love
frustrate the narrator.

Surely, since she is a2 woman, and a beautiful woman, and a woman
in the prime of life, she will soon. give over this pretence of
writing and thinking and begin to think, at least of a game-
keeper (and as long as she thinks of a man, nobody objects
' to. a woman thinking). And then she will write. him a little note
(and as- long as she writes little notes nobody objects to a
woman writing either) and make an.assignation for Sunday dusk;
‘and. Sunday dusk will come; and the gamekeeper will whigtle
“under the window--all of which is, of course, the very stuff
6f life and the only possible subject for fiction (0 242).

To th@ the'ironig parehthetical remarks in this'péssage shduid be attri-
buted ié:uncértéin. Thé; seem’ébuin&icate_th§t the»narratof'svfrusttatioh,v
frﬁstraées someoﬁe elsé, presuﬁabiy thevauthor.‘iTobthe narragot's'dismay,
Orldndo’peithér fhinks of a'mén n;r wriﬁés notés to oné.’ Her varjing de- -
-grees of afféction for dogs, her friends and feliow'poets, énd fér_boe;ry
itself do'not qualify as love. 'U§ing the male novelists as‘hiq author-.
iﬁies;vthe narraibr aséociatgs love with the sexual act, finds'fﬁe

subjeéf of his.biograpﬂy wanting, énﬂ in disgu;t, temporarily ébéndons'

her.

e
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o
The narrator"s.su gestion that a woman writin; or thinkin is
8% g g

a woman pretending is: based upon the same assumption that governs

)

Tansley s assettion in To the . vhthouse that "women can't paint

can't write." Prevaillng opinion refuses to allow women any means of -

fulfillment other than 1overs, husbands, and chlldren The or1g1ns

~of Lily Briscoe s problems are evident shortly after Orlando becomes a

woman in the seventeenth century Her sex changes, but her 1dent1ty,

basic appearance, and memory remain the same, For a while, the discovery

that by yielding or resisting, she has power_over'a man's smiles or

rates her. The narrator;, however, reminds us that Orlando's

: vfw. 4
immaturity -ga'the novelty of her experlence account for her pleasure

In this instance, WOolf does not parody hls masculine values, instead,

she subﬁly;mdcks Orlando, who plays with a new toy that’ soon will’ tire‘

e

her. At the same t1me she observes the 1nord1nate1y high value placed

on woman's chastity and realizes the extent to wh1ch she must manufacture
lies and work pninstakingly by 1nd1rect10ns to gain her ends.
-n the late seventeenth and st111 more in the eighteenth centurv,

Orlando 8 situation as a woman increasingly has 1mp11cat10ns for(her

'
1

career as a writer. Deprecated and kept‘poor and. ignorant, women res-

~pond either by suppre331ng feelings of superiority and contempt or by -
humﬂo'acquiescing in their own deprecation ‘Orlando is tempted by both

responses, When she pours tea for '"my lords," she becomes aware not so -
) P P Y

much of their certainty of woman's intellectual inferiority as of the
insecurity thatvprompts them to keep women ignorant. At this point in

her development Orlando, Tiresias- like,understands both sexes. :She

‘N

: admires neither nevertheless, she prefers being a woman Ant1c1pat1ng

the WOolf of Three Guineas, she concludes that it is better"'to be

;

- #(_

| ~ A
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female se%; better to leave t 24 gule and dlscipline of the world to
R . i .
others, better to.be quit of martlal ambitlon, the love of power, and
_a11 the other manly desires 1f S0 one can more fully enJoy the most

'

- exalted raptures known to the human spirit wh1ch are. . .contemplation,
SOlltude, love ' (0 146) /%gain however, Orlando's exuberance is
tempered by the narrator who notes, Wbolf 11ke, that she is "about to,
‘run into the extreme folly--that which none is more distre351ng in woman
or man e1ther--of being proud of her seﬁ" (0 146) . For the female
writer, a smug female stance is just as . debllitating ‘as. alserdile one.
That Orlando also is tempted by the latter is illustrated in Chapter ;
" Four by her encounter with the Archduke. ‘At his approach, she quickly
:hides the manuscript upon which she works, although she. suspects that
the time spent with him w?ll be wasted.. Unable to use violence to
get r1d of him Orlando must resort to indirect feminine tactics. hShe'
must overcome his tendency to make allowances for a member of the inferior
sex and make herself sufficiently offen31ve to. drive him-away. Success;
fful, she does not regret the loss of" his person, his fortune, or. of the
chance to‘magay, b" she wonders about hav1ng given up "Life and a
Lover " Beg%ﬂning to write the phrasejupon he; page, she turns instead
: to the mirror %o//k‘ on Jewelry and tp ponder her attractiveness to
‘ men (0 168) lhe narratbr<\in¢this instance neither mocking nor mocked

-

sums up thedsituation Orlando, since she has become a woman has changed- '

0

"E"She was becoming a little more modest,\ as women are, of her brains, and
a little more var:\~as women are, of he person" (0 170).
Ihat Orlando exhibits these tradi ionally feminine characteristics

and that they inhibit her writing is

C |

lear§~ Why

exhibits them’ig



less certain. The narrator explores the question vaclllatlng betwee
the idea that our social roles, often symbollzed by our clothes, deter-
mine us and the 1dea that qualltles inherent in us determlne our soc1a1

"roles. Dec1d1ng at one moment in favor of" the latter pos1t10n he

N .
immediately faces a dllemma and qual1f1es his statement. "Different
though the sexes. are,f he. says "they intermix In every. human being a

vacillation from one/sex to the other takes place, and ofte it'is

’only the clothes that keep the male or female llkeness, while

the sex is the very opposite of what it is above" (0 171-2). In

Orlando s case, he concludes that he cannot determlne hlch sex is domi- 5

nant. Orlando however tempted by the opp051ng stances of defiant- female

superlority and humble female 1nfer10r3ty, is potentlally androgynous
Like the male Orlando of the Ellzabethan age, the female Orlando of

the elghteenth century suffers a period of dlslllu31onment about some: of i

her ¢ conUe@porary literary heroes. The male Orlando however, con51ders

himself capable of attainlng what h1s heroes had attalned Thé female ‘

Orlando's alternatlng deflance and humllity result merely in some cer v&‘\,

\ .
blasphemous thOughts while she busiﬂy pours tea for .Pope, Sw1ft, and B q#L\

Addlson. She does not find the 1ntellect, as . it is represented ‘by these
' men, partxcularly lmpre351ve ~ The narrator, 1dent1fyrng now with Orlando s

reaction;»tries to put into words the reasons for her dlssatisfactlon Ve

of lodging in the most seedy. of earcases, and- “often, alas, acts X
the cannibal among . the her- faculties so' that often where the, .
Mind is biggest, the Heart, the Senses, Magnanrmlty, Charity,
Tolerance, Kindl1ness, and the rest of them scarcely have ,
- room to breathe. Then the high. op;nionfpoets have .of themselves;
‘then the low one they have of others; then ‘the enmities, 1njuries,
envies, and repartees in which they ‘are constantly engaged ; then
the volubllity with which they impart them; then the. rapacity :
Lwith which they demand sympathy for - them- -'-'(0_193)( _ o

‘the 1nte11ect d1v1ne,<:t1t is, ‘and all worshipful has a-habit

o 2N
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" In addition, Orlando discovers that, for all their attention the wits'

-

of London think of women as a larger variety of children whose opiniona

are of no 51gn1f1cance. "When Orlando, bored and disgusted neglects to

respond with.the required admiration and sympathy, the suspicious and

vengeful Mr. Pope immediately writes~a briefcsatire of her. lhese

'eighteehth-century tea parties with their illusion-creating hostesses

and egotistical reputat10n-consc1ous, sympathy-demanding 1ntellectuals .

echo, more than faintly, through the Ramsay s summer home in To the

Lighthouse where Lily, like Orlando, is not always equal to the part she
LB e .

is reqnired to play. : ."~“i o Q - '

: Orlando discovers that ten - -are - mistaken'about women in other ways.' ’<1

She reJects not only the opinion that thev are 1nte11ectua11y inferior,

but alsothenotion that .women ' s‘conversatlon is nonexistent without

men to. stimnlate 1t that they See each other only as rivals, and that

they are ncapable of affection for each othcr Such 1ndependent

conclusions about the male wits and about the attitudes and abilities of

‘swomen are necessary to Orlando s development as an artist Ihey are:i\"

.necessary,if she is to reflect in Her art the experiences ofrwomenvany

t

different]y from the way in which her own are reflected by the narrator

!

in his role as traditional male biographer. »

Until she reaches~the nineteenth century, Orlando adapts with little
trouble to the spirxts of the centuries through which she lives. She |
' ‘emerges fromthe eighteenth century tainted with defiance and deference
. but w1th;her sense of herself intact.f The spirit of the nineteenth
'century, however, thoroughly repells and temporarily vanquishes her.l

The age is characterized by great fertility and at the same time, great ‘

»»restriction. Plants burgeon, childbirths increase 'and in the realm of
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_art, sentences and works lengthen. Euphemisms and circumlocutions,
however, conceal all of the’ fundamental experiences of life. Women
readily blush or weep and modestly wear crinolines to disguise their
-almost. continual pregnancies.
OrlandO'is very muchfaffected by this environment% weakened byﬂthe
1ack ofﬂeaercise which’is}the result of restriCtive dress and the in—
activity demanded of wor-n in the nineteenth century, she looks for
someone to lean upon. She sees rings and couples ever: where. Her own
: barren wedding ring finger is ‘so agitated that her writing is inhibited

Somehow she must appease the spirit of the age before she can function as
fan artist Less able to ignore its pressure than Lily Briscoe in the

succeeding century, Orlando must marry. Nevertheless, if she is‘to
. write, her marriage must not be anything like the Ramsays'. 'Therefore,
'she actually compromises with the spirit of the age, rather than submits
: to it. Both Orlando and her.Shelleyan'husband,rMarmaduke Bci¥hrop
Shelmerdine, Esquire, admire‘each other as'androgynous., Orlando‘s
masculine characteristics havebnot been. overwhelmed aLtogether by ideas
"abqut women then prevalent Shelmerdine s feminine characteristics

are combined with a penchant for sailing around Cape Horn which leaves
'.h18 wife relatively free from family duties for long periods of time.b'

| . Orlando fully realizes that’ her situation is unusual. Woolf hard1y~

}presents it as a solution for the female artist Orlando s Situation, in -
faoéi is more likely to suggest how remote any solution is.' She is’
married but her husband. rarely is home, she is fond of people besides

3

him' her greatest desire is to write poetry. Prevailing opinion, which:

apparently decrees that for women marriage and a dedication to art are

vy,

incompatible, causes Orlando to doubt her ability to write.\ With much

-
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trepidation, she puts the matter to the test. Her pen behaves ind she-
writes; not without conceSSLOns to the spirit of the age, but not
without getting a lot past it as well. Mostly concerned with‘appearances,
the spirit of the age notes only the wedding ring. and the husband, and
;passes on, | | |
Orlando, however, does more than take a'husband Somehow she gives'
birth to a son., .Though ‘the narrator with the biographer s devotion to.
facts, duly notes down the day and hour of birth he tells us nothing
. . more: Perhaps he exhlbits Victorian reticence on such subjects, perhaps.
"with his masculine view of the world, he cannot describe pregnancy,
'childbirth, and motherhood, such subJects pos31b1y do not interest him,
He does‘continue'todescribeS;:;;;k)s thoughts where maybe such subjects

_vdo'not take precedence. Indeed,,the relat;onship most like mother and

'_7ch11d in the book exists not between Orlando and her son but between Or-

lando and her poem, "The Oak Tree.V‘ She feels "the manuscript whic%
'reposed above her heart ...shuffling and beating as if it were a iciving
thing, and, what was still odder, and showed hov fine a sympathy was
,between them, Orlando by inclining her head, could make out what it
was that it was saying" (0 245). "Her poem asks to be born into-the
world, to‘be published and read. ‘ _
Orlando marries and has a child as the feminine,rOIe demands.

Neither fact, however, hinders‘her writing. ‘Hervmarriage is not one h
ﬁrs. Ramsay, wearing her public mask of-deference would understand
Orlando's marriage 1nvolves two total persons who have developed both
the masculine\and the feminine gides of their personalities. -From what

little - we know of the marriage, it seems. to involve no exhausting or

crippling dependencies, no deceiving of oneself or of one 's spouse. It
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seems satisfying to two people who spend’ much time pursuing other , b

.

interests.1 And perhaps because Orlando has one instead of eight
children like Mrs. Ramsay, she also can giGp birth to a few works of

art., Such a serious description of a marriage contracted and perpetuated
with such high spirits and so much hilarity i the novel .seems somewhat
out-of- place Yet, when_Orlando is discussed as it is :2re, in the

context of Woolf s overall treatment of the female ar*1¢1, such- an;.

o'

approach is &nevitable One:of the female artist s major problems is

the acceptance of altérnateedefihitions of woman s role.

S

In Orlando, then Woolf takes the female irtis( out . € the early
o

twentieth- century soc1al milieu within whic* she strugg1e< grimly for
self-confidence and places her within the mzh larger conte:z of English
cultural history At this greater distance, tiie 0r 7 ins of the female, h
artist's problems are evident They originate as far back as the Restor—
ation and the eighteenth century in the 1nsecure male ego as well as
in the immature female 8- enjo¥pent of exercising 1nd1rect power oyer
men . They multiply in, the nineteenth century with. the. empha31s upon,

~

marriage and motherhood for women. And, as To the Lighthouse shows,

they persist into the twentieth.




F. Life with an "Alien Consciousness"
Dorothy Richardson'g Miriam'on Marriage b

- '+ . artist and surgeon, Christian and rationalist, pessimist
and optimist, do actually and truly live in d1fferent and mutually
"~ exclusive worlds, not only of thought but also of perception. Only -
the happy circumstance that our ordinary speech is conventional,
not realistic, permits us to conceal from one another the unique
and lonely world in which each’ lives. Now and then an artist ig
born, terribly artxculate, foolishly truthful, who insists on
speaklng as he saw.'"

. ‘ ~ Evelyn Underhlll,.gysticism (1910)

LR

Woolf's emphasis on environment as.an explanation for_the.female.
Y artist's lack of‘productivity and Richardson's'emphasls on woman's sense
of a stable inner 1life that env1ronmenta1 11m1tat10ns cannot touch are
reflected in thelr‘handllng of p01nt of view. /@oolf chooses the.multi-
/ y :
ple p01nt of v1ew for her presentatlon of Llly Briscoe and an incon-
sistent hut partly trad1t10na1 male point oﬁ v1ew for her presentation
of Orlando These ch01ces underscore the fact that the'female artist
‘eXIStS within a soc1a1 context dominated Hy male values inimical to a
- woman's self—confldence and thus to the pursuit of her art. These
ch01ces also suggest that» whlle reallty resxdes in the inner rather
than in the outer life, 1t also is:a #hlative and multlple matter de-
pendent upon the’ person or persona pgrcelv1ng it. Any resolution of the
contradictlons 1nvolved is attained/hy the artist vho sees simulﬂaneouslyd(

N

through many pairs of eyes, who afgs the limitation as- well as the value
of any 51ng1e pa1r operatlng alone.m The social devaluation, however,'of.
the way women have learned to 7erce1ve life often prevents the female
artist from attalning the 1nclusive perspective necesaary for the pro-

ductlon of s1gn1ficant art She has more trouble valuing and including

: her own view ihan that of others.

133 o S :'?."



the awareness of inner reality that more- than-compensates for_any3
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While WOolf s portrait of the female artist is a composite of three

'major female artist figures, two of whom we have discussed, Richardson -

presents only one such character Miriam Henderson, to whose ‘conscious-
ness we are confined throughout the thirteen sections of Pilgrimage.
Miriam, who is a sareful observer and listener, infers the inner lives -

of other,characters, but their cOnsciousngss%ﬁ never receive equal atten-

tion, Because we are confined to Miriam s consciousness and have access

to other people s views ‘only as she responds to them, these views ulti~

matdgzbecome less important than the sense of a stable inner life'to

which she continually-returns_and for which_shejcontinually'loﬁ e

¥

o o d
others. In the inner life where reality resides regardless of circum-.
stances, no contradictibns exist. One commodious certainty encompasses

a11 seemingly contradictory opinions, systems, and forces. For the

female artist this inclusiveness of perspective is not hard-won in the

face of hostile social forces, it is, instead a perpetué{ possession.

e

+ The maJor problem is to find a way to communicate it in art.

K}

‘ In her one. brief essay devoted speCificalIy to_"women inhthe Arts,"

Richardson touches upon a number of theipoints Woolf'tréats four-years

_later in A Room of One's Own. T&S maJor difference is ‘that . for Richard-

,son the means of expreSSion and the conditions under which the work' of

art is produced constitute for the female artist a necessary but never-

theless subordinate portion of reality Like Wbolf Richardson real zes_*

that the female artist because she.is a woman, hasg problems in addition

to those confronted by the male artist ‘Her emphasis, however, is upon

’

difficulties. . .. o e Ty

Maintaining that women are as capable as mén of significant'artisticd,f"
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production;.Richardson'thinks that economic factors, childbearing, and
espec1ally relatlonshlps with other people have interfered with perfor-
mance ., She concludes that "art demands what, to women, current c1vili-

zation won' t g1ve." Male artlsts insist upon their need for peaceful

surroundings and freedom from other demands upon their time and energy,

-

they sactlflce everythlng and everyone to achleve the condltions most
conducive to the productlon of thelr work. With good luck, R1chardson
adds, the male artlst has at home a devoted w1fe, servant, or mistress'
who, vhether with' awe or. scorn, sees to all the details of hig daily
_life. The female artist, however, has no man who serves thls function
"in her life. Nor does a female servant treat her as she does a male
artist, Assumlng that the female artist pursues her art out of neces-
sity, not by choice, her servant is either’ host11e or sympathetic.-
Nhichever.the‘case, she demands a response and distracts the female
artist from concentrated‘artistic activity. Even if she somehow minj-
mlzes her 1nvolvement in household detaxls, she still has to cope with
her 1nvolvements with. other péople-
There is for a Dostoyevsky writing against time on the corner of a
crowded kitchen table a greater possibility of detachment than for
4 woman artist no matter how placed. Neither motherhood nor the
more continuously exacting and indefinitely expansive: responsi-
‘bilities of even the simplest housekeeping can so effectivelly :
hamper her as the human demand, besieging her wherever she is, for
- ‘an LnCIYS1ve awareness, from whlch men, for good or ill, are
exempt . o

Miriam's vieus‘reflect her creator's. In Revolving Lights, Miriam

tells Hypo Wilson that she is very exc1ted about a- book called Women and

_ Economlcs. He insists, contrary to one of the theses of the book that

vomen ‘cannot manage successfully both families and careers.. Hiriam is .

not ‘so certain. Women, 'she thinks, can and will have both careers and
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families when the everyday details of domestic 1ife are handled more

efficiently. "rIp'g a reIief to know,'" she says, " 'that homes won't -

be always a tangle of nerve- racklng heavy 1ndustries which ought to be

done by men'" (III RL 378)

She is less optimistic, however, about the human demands trad1t1on-
ally made upon women. ‘Llfe .for women, as presentLy4Frranged delegates
to them not only time- consumlng, difficult physlcal labor in the home
but the equally time and energy-consuming duty~of caring for the sick
and the aged.‘ When Mr “Taunton 1mp11es that she, not he, should be the

~one to care for Eleanor Dear, erlam thinks,

But you are very much mlstaken in ca111ng on me for help . e
.'domestic work and the care of the aged and the sick'--very conveni-
~ent -- all the stuffy nerve-racking never-ending things to be dumped
~on the woman--who are to be openly praised and secretly despised
" for their unselfishness--1've got twice the brain-power you have.
You are something of a scholar; but there is a way in which my time

is ‘more valuable than yours. There is a way in which it is more

right for you to be tied to this woman than for me. Your reading
is a habit, like most men s reading, not a quest (II Tun 279; '

cf 282).

Responsibility for‘such dutrea“should be determined,fMiriam suggests,lon
an'individual basis,.not on'the basisbof sex.

Ne1ther.Woolf 's Lily Briigoe nor her Orlando confronts the problem:.wk
of earning her living. By the time.Richardson's-Miriam Henderson takes.
- seriously lier long4nurtured idea;of writing, she has a room.of her own
and ‘considerable enconragement»fromvﬂypo Wilson, bnt ‘she alSo has to -
spend great quantities of t1me and energy as a dentist s "Jill of all
trades" in order to earnm a minimal living Her exhaustlng schedule and
v meager diet at times threaten her health She has'only her very 11mltéd
~ free time on the job aa ‘'well as evenings and holidays to work on trans-'

lating or other wrlting_ Pilgrimage is not, however, the portrait of a _ N

female artist uho is frustrated and bitter because she cannot achieve , ;>
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the conditions .conducive to the production of her art Miriam accepts
practical problems such, as insuffiCient time and money and occasional
ill-health and overcomes them as best she can. - In fact, she finds her
way.of life, whatever its drawbacks, preferable to the lives‘of women
she knows who are'freed.from financial difficulties by traditional mar-.
1riages. WOmen s. relationships with men, especially in marriage, inter-_f
est Miriam because of their implications for the expression of women's
values in art both on a practical and, for want of a better adjegtive,

a spiritual level. In her treatment of this issue Richardson comes
closest to Woolf's insistefce that external Circumstances can have de-~
bilitating effects upon the inner life of the female artist. Whereasv
Woolf - emphasizes the self—doubts that result from a confrontation with
‘pervaSive masculine values, however, Richardson emphaSizes the frustra-
"tion that results from a confrontation with the pervasive ignorance of
feminine values. Hervinner certainty is unshaken.’

The.emphasis on woman's awareness of the stahle innerilife governs
- Miriam's examination of woman's role in the marriage.relationships.that
exist around her. - She finds that marriage as currently defined does not
foster the woman'svproduction of art. Like Lily Briscoe she observes
'the demands a traditional marriage makes on a woman's time and energy.
:Marriage as traditionally constituted however, makes demands even more
destructive. The young Miriam, watching her sisters get married after
“the financial catastrophe - in the Henderson family, seesg marriage as a.
source of economic security and freedog frombthe struggle to earn avw
"1iving, as a source of protection from fears of being alone and as a

(%41 2 I He 409 465~ 7) Before

i\
“long, however, she decides that the price paid for economic security is

)

source of identity and belonging (I Bw
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too high. The‘"sheltered life" is attained at the cost of personal
freedom (II Tun 89 92 IV DLH 184). she. realizes, moreover, that mar-
ried women remain lonely as they move through life with men who neither
understand nor value them. The two ominous pictures M1r1am finds in
Gerald and Harriett’s new house portray the separation exlsting between

" man and woman at all stages of their relationship (I Hce 449) Finally,

the attainment of a soc1ally acceptable 1den01ty is pa1d for by the

apparent: submergence of tTe woman's 1dent1ty in that of her huﬁ,"

Because Perseus rescues Andromeda from the monster, Miriam thin

- would have to be grateful to h1m all her life and smile and be Mrs o 'ﬁ“;:

Perseus" (I He 459) In marriage as traditionally constltuted in other

.'words, the feminine consciousness is neither recognlzed nor valued The

usually functions in a.spiritually alien enuironment

In that env1ronment she .is reduced to a mindless body good only fori_
reproducing the race. Miriam is no more w1111ng to be’ determlned by the»:
fact that women are the bearers of . children than she is vxlling to be
determined by external legal, economic, and social restrictions  She
‘wishes she could destroy the whole of western 11terature with its false
idea of women and curtail the admlration of the uncritical educational
institutions that perpetuate the falsehood The modern men who accumu—.
late scientific facts to support their contention that women are 1nferior
to men she finds even more: offens1ve than their predecessors. A portion
of her extremely violent reaction is worth quoting since this resentment
lies behind much of what she has to say in Pilgrimage about art and

female artist

e

S e
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Bovs and girls were much the same . . . women stopped being
people and went off into hideous processes. What for? . . . De--
velopment The wonders of science. The wonders of science for
women are nothing but gynaecology--all those frightful operations
in the British Medical Journal and those -jokes--the hundred golden
rules . . . . Sagred functions . . . highest possibilities . . .
sacred for what? The'hand that rocks the cradle rules the world?
The' Future of the Race? What world‘? What rac‘e'? Men . . . . Nothlng

£¥nt mgn; foriever ‘ '
&£§, by one: thought allthe men in the world could be stopped, shaken,-
and slapped. There must, somewhere, be some power that could avenge
it all . . but if these men were right, there .was nokt. Nothing
but Nature and her decrees. Why was nature there? Who started
it? If nature ‘took good care! this and that . . . there must be-
somebody. If there was a trick, theregmust be a %r1ckster.. If.
@yhere is a god who arranged how things should be between men and.
'homen, and just let it go and go on I have no ‘respect for him. I
should like to give him a piece of my mind.’ - .
It will all go on as long as women are stup1d enough to go on o
bringing men into the world . . . even if c1vn¢12ed women stop the
_ colonials and primitive races wonld go on. It is a nightmare.

They invent a legend to put the blame for the existence of human-
ity on woman and, if she wants to stop it, ‘they talk about the
wonders of civilization and the sacred responsxbllltles of mother-
~hood, They can't have it both ways. Ihey also say women are not
loglcal

‘They desplse women and they want to go on 11v1ng—-to reproduce-~-
themseLwes. None of their achievements, no ‘'civilization,' no art,
no science can redeem that There is no pardon possible for man.
The only answer to them is suicide; all women ought to agree to
commit su1c1de (II Tun 220-1).

So angry is’ erlam'tha- she wishes the'perpetuation of human life on the

tefms men have-establishedgto be halted altogether. on a limited level .

E

1 P11gr1mage 1tse1f is an attempt to "avenge it all,"™ to give the trickster -

_*. -
respons;ble for the relatlonship between the ‘sexes, enough p1eces of the"

mind of Miriam Henderson to prove that* women are more than gynaecology
-%jand that the lauded achlevements of men, based upon a.foundation of such

gross injustice, are blighted. - _ . . R

’Miriam encounters the charge that women are inferior and the contempt'_t
that accompanles it so frequently that she concludes it to be almost uni- ’

versal (III Dl 50 1 68 77 11X RL 250) Lmke,81nc1a1r, she accuses
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‘.doctors, particularly thofe studying gynaecology, of viewing women merely

as‘childbearers (e.g. TI Tun 274, II Int 386 7). In 1engthyvarguments

with both* Mictael Shato% and Hypo Wilson, she insists that her own life )

and the lives of women in general consist of more than reproduc1ng the '

race; she would rather die, she sayS,'than be confined to that minimal

level of existence. However much Miriam admires feminine w1sdom and
- values, she obv1ously does not -associate them w1th motherhood or.w1th any

fof the physiological g@grag}eristics that differentiate women'from men.

Having a child she admits, may provide a woman with certain 1n31ghts in T

addition to the fundamental metaphysxcal certainty, that she, as a woman,
possesses. Nevertheless, in the context of that certainty, the experience
of childbearing remalns inc1dental, 1nstinctua1, and like the 1nstinct

of self-preservation, not even distinctlvely human (cf III D1 152; 1v Ch

v

R331) Ultimately she is fond of her sisters and her friends chlldren;

o

: but she is angry about the discomfort and fear that her young, pregnant
sister experiences (II Tun 227) Miriam herself has an ecstatic moment
when': she thinks that she is’ pregnant but then she thinks of the enormous
physical suffering and the 1nnumerab1e difficult adJustments that threaten
her way of life (IV CH 300) She is more likely to associate childbirth .
with phy31ca1 disease and evil than with well -~ being and good (III RL 249) [‘_

Miriam 8 rejection of the notion that women are merely reproducers “
of the race also takes the form of an attack on the statement by Byron_::

- so frequently quoted to explain women's 1ack of achievement in the arts:

"'"Man" s love. is of man's: life a thing apart—-?tis woman s whole exis~ fi

tence. " Richardson anticipates WOolf s ironic attack on the statement

in Orlando, where the biographer -narrator of Orlando s life, with male

22
i
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novelists for his authorities, defines love as the sexual act measures

Orlando against the poet's statement that “Love. . .is;woman's whole

" and finds her wanting. Miriam, certain that a woman's- 1ife

means more:than laying a charmin R subordinate feminine-role in order
yive b order

to attract an 1nsen31tive, egocentric man, attacks more directly She
objects to Byron's "calm patronizing" tone and concludes that he and

men in general are hopelessly 1gnorant (II Tun 27) When his words

' recur in her thoughts, she decldes that hlS statement is true, to man 's

discredit however, rather than to woman's. . If "'Man' s love is of man'sg
-life a thingvapart. . ""Miriam thinks, then "so much the worse for man;

there must be something very wrong with his llfe" (II Tun 187) A

¥

'passage in Deadlock explains what she meany . Miriam concludes that men

. . 'g’ . \ . . A .
too often separate their minds from their bo 1es. They relate only with

their bodies to women perceived only as bodies (III D1 208). Amabel L

v‘ and Miriam agree "'that the way all down ‘the ages men have labelled

A 4

their sexual impulses 'woman' is quite monstrous ' (IV DLH 246) Byron 8

'statement, therefore, suggests to Miriam more than men's need- for mean-

bingful occupations in addition to their relationships with women. It

suggests a denial of a 31milar need in women based upon a more Tundamental

: den1a1 of the reality that women . perceive and. represent Men ', 8 other

act1v1t1es, art among the&, sg@fer from this ignorance.‘ R :
: o

o

"Miriam encounters the pervasivesskepticism about female artistic-
ability“in Deadlock. The experience parallels her confrontation with
the encyclopedia index | This time she is angered by T.W.H, Crosland s -

anti feminist book entitled Lovely WOman 4 Cr031and thinks that

Because some women had corns, feminine beauty was a myth; 'because
the worl< could do without Mrs. .Hemars'g poetry, women should confine
their attention to puddings and babies. The infernal complacent

§
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cheek of it i This was the kind of thing middle class men read.

Unable to criticize it, they thought it witty and unanswerable.

That was the worst of it __.It ought to be illegal to publish a

book by a man without first giving it to a woman to annotate.

But’ what was the answer to men who called women inferior because

they had not . invented or achieved in science or art? On whose;
nauthority had men decided that science and art were- greater than

anything else? The world could not go on until. this question had

been answered. Until then, until it had been clearly explained that

men were always and always partly wrong'in 411 their ideas life

~ .would be full of pOison and secret bitterness (III D1 50-1

The answer, of course, is .the feminine aesthetics Miriam evolveu and
Richardson uses ‘to present that evolution. Like Woolf, Miriam objects
" ’

‘to" ‘the male conclusion that women cannot produce Significant art and

ought to confine themselves to oeing wives and mothers But instead of

s

".excu51ng woman's lack of achievement by merely pointing to environmentaal

'factors, Hitiam repeatedly questions the value men have placed ‘upon bothi
:art and science. ‘
Miriam»s.continually‘reaffirmed conclusion/that traditional mar -
riage and .the acknowledgement or expression of woman's values are incdmf
p:tible is borne out: both by the marriages she observes and by those she
Hav01ds. Pilgrimage is filled Wlth unsatisfactorvimarriages, some only
glimpsed some explored in more detail. .In the cases of the Corries,
bthe Cravens, and the Kronens in Honexcomb 1one1y wives are treated: WLth
E contempt for possessing the)very qualities. which originally attracted
-ir,husbands (I Hc 427, 438-9, 443) Miriam s sister Harriett s mar-
riage as well as those of most of her 1odgers are failures (III Dl 94).
The English woman married ‘to a Jewish man’ is "alone in her Circling day"
"(III D1 229)“ Equally lonely are the two plump, middle aged ‘Swiss women
FHiriam observes ‘on the tr¥ain in Oberland (Iv o 19) and the sobbing young

Voo



" . Dear tries to dominate hers (III RL 285)
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girl,'rooming with her husband in the same house as Miriam and Miss
L Holland (III Trap 459)}"In‘that house, too,ithe PerranCes fight, throw
things, and curse (111 Trap 508-9). Mrs. Harcourt responded to her late

0

husband s selfishness with efforts to please h1m (IV 0 46), while Eleanor

-Miriam is particularly struck by the relative failure of two mar- AN
riages, her mother g and Amabel's, Both failures result from continual
enforced contact VLth male values and with male condescension toward

i

women. Describing the relationship between her parents, Miriam comes xd”

iclosest to Woolf s emphasis. 1In a ~situation that anticipates Mrs.ijjh
,Ramsay s, Miriam s mother is the victim of self-doubt and feelingsvof
vinferiority. Like Mrs. Ramsay,ers. Henderson has given herself to her

. husband- and family. She never has had- time for anything she as an in-

: d1v1dual Vi ght have vanted to do either for herself or for the larger
societyz’lAs a result, she feels both guilty and unfulfilled Hearing;
her mother define her life as "useless," Mirlam is surprised by the
thought that "There was something she had always wanted - for -herself

e e .even mother. cu" (I He 472) All that Mrs; Hendersonvéan‘say;
however, is "'1 might have d@he something forbthe poor'“ (1 hC 473).

h Her mother politely pretends interest when Miriam talks, she notices;
Just as her father pretended interest all through their married life in |
her mother s conversation ‘like Mr. Ramsay; Mr. Henderson thinks of his
91fe s 1ntelligence with- condesce&51on and even contempt.
| Her mothervread "the leaders' .in the evening--"' excellent leader

she sometimes said, and her father would ‘put down his volume of
-Proceedings of the British Assoc1at10n, or Herbert Spencer 8 First
Principles, and condescendingly agree. But any discussion. generally
ended in his warning her not to’ believe a thing because she saw it

in print, and a reminder that before she married she had thought
that, everything she saw in print was true and quite often he would

»”
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go on to general remarks about the gullibility of women; brlnging

in the story of the two large long-necked pearly transparent draw-

ing-room vases with stems and soft masses of roses and leaves

painted on their sides that she had given too mich for at the door

to a man who said they were Italian (I Bw 234).
Miriam's detailed recollection of the vases suggests that she understands ,
-why her'mother bought them, whatever Mr Henderson was told She remem-
bers her father s "ne1gh1ng laugh" and imagines it recurring with suf- .
tlcient frequency ta hurt and shame her mother into subm1381on to-hls
Opinions (1 Bw 234-5). Only Miriam glimpses what in her mother never
fit the mold of her hushand's mind into whlch she was pressed. Mrs.
Ramsay seems able to quell her doubts and c11ng to the tradltions that
justify the life she has led, but Mrs._Henderson cannot do so. Honey-
‘comb’ ends with her su1c1de. Indeed, we almost begin to wonder how Mrs.
vRamsay, whose end we are told comes "rather suddenly," dred

The marriage betwealMirlam s two friends, Amabel and Michael, also
is unsatisfactory. Hiriam»and Amabel, before the marriags together
experience»"COmpletehess:of being; Side by 31de, silent, with the whole
. v N
universe between us, within us, in a way no man and woman, be they never
so well mated, can ever have." Miriam is intensely aware that "in a few“
’hours,'Amabel will be isolated, for life, with an alien consciousness“ 3> s
(IV.bH 565)§ She bases her conclusion that Michael Shatov s consciousness‘
1s alien upon a long relationship with him during which he has made two
unwelcome proposals of marriage. The reasons for Miriam s refusals are
complex.andrinclude.his Jewishness.3 Marriage to him, moreover, implies.
- an'acceptance<of his opinion and that of men in general' that women are

;mere servants-of the'race. Consequently, when he asks her again to ‘

'marry him because he is proud . that she has won his firiend Lintoff" s

ar‘/ . .
approval, she refusea again, Lintoff, she inSists, mistakes her for the

B
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kind of woman preoccupied with practical concerns and unlikely to ehal-“

lenge a man's ideas. or uncover his h ocrlsies.
g Yy

'Men lean and feed [on such women] and are kept going, and in their
moments of gratitude they laud women to the skies. At other mo-
ments, amongst themselves, they call them materialists, animals,
half-human, 1mperfectly vivilized creatures of instinct, sacrificed
to sex. And all the time they have no suspicion of the individual
life going on behind the surface.' To ‘marry would. be actually to
become, as far as the outside world could see, exactly the creature
men described. To go into complete solitude, marked for life as a
segregated female whose whole range of activities was known; in

the only way men have of know1ng thlngs (III RL 302).

‘Marrlage, Miriam thinks, mlght‘g1ve‘her a certain security'and a freedom
from desires, but Michael"hlmself is a discordant element in her imagined
‘picture. She knows he does ‘not share her awareness of the stable inner
life. - The lonely years she already has spent unsuccessfully trying to
penetrate the narrow v1ev of l1fe that 1mprlsons him bode ill for the
»future (III RL 304).

. The prison Miriam avoids hy refusing,to marry Michael enclosee

Amabel. eriamrs uneas1ness prxor to the marrlage is well founded

'pBlamlng their 1odgin§s and the nature of marriage~in general notMichael
Amabel. admlts later that she 1s both»unhappy when he is away . and unhap-»
pier stlll when he is at home.‘ hither wgy, éhe feels trapped "‘Be glad,
Mir‘,'" Amabel tells eriam, "'that you can go g;_z (IV MM 605)

M1r1am tr1es to dec1de exactly what is wrong. In marriage,‘

he concludes,

the loss. of the initial rapturOus relationship is less ser ous than "the
"1oss of unthreatened solitude. . .Far worse than the n rmal incompat-,

1b111ty of man and woman is the absence in their daily/life of a. common»

: heritage, _stating 1tself at every turnﬁ (IV m 605) . : o » .
4 o :
The female artist is unlikely to produce signié;cant art if she B

/
: contlnually in contact with a masculine consclousness which devalues all
|

she stands for and’ tries to oxpress.: She is.burdened,less with self- “} :

o
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doubt than with a sense of futility.. The womian who flees solitude into
a traditiona1~marriage finds a solitude of a worse kindu Marriage,
however, need not be of the traditional sort . As Lily Briscoe and
Orlando discover male- female relationships; even in marriage, can sup-
port - rather than thwart the female artist. Miriam encounters two rea-
sonably satisfactory marriages and one that is wholly admirable. ‘The
Wilsons marriage is "a success without being an exception to the rule
that all marriages are failures, as [Hypo] saic™ (III RL 367 ). ‘Miriamv
rejects Hypo's world view and the role wome - play 1n'1t;.she eveh'wonders("..
‘how Alma can feel romantic about him (III >I. 3€7). Yet she admires'the
way they remain unencumbered by domesﬁic details and the fact that they )
have - 1ndependent lives as well as a life tc*ather (IV DLH 255). They'

may not share in the fullest sensevbecause ‘Hypo refuses'to acknooledge- .

his inner life, but they st111 share outsxde things and events (IV DLH

il . W

. 254 cf 248). The Lintoffs\ marriage, although we see much less of 1t

is similarly-undomesticated._-To Michael they represent'the possibility'd

" of marriage betw.\; Christians and Jews, but to»Mirxam they*tepresent ﬂ

"free movement" and "an 1ntense _joyous dreamy repose" (III ﬁL 292 296)

, Relaxed and comfortable, they remain serenely;indifferent to the‘externa1~.

matters most of'the”couples Miria.. krows make so much~fuss:ab0ut--f&rni-{.
, o : T . , )

[VI

ture,'clothes, manners .

' The one marriage Miriam thoroughly admires is that between George

.

and Dora Taylor. She credits their success to the fact that George h

3 : ks
are
W

. .
'a feminine consciousness, though he's a most manly little man with.

a head like Beethoven. So he's practical. - Meaning he feels with"

his nerves and has a perfect sympathetic 1mag1nation.‘; . JWith

[the Taylors] everything feels endless; the present; I mean. -They ‘

.are 8o immediately alive. ' Everything and evervbody is. abolished. . -
. +And a new world is there. You feel language changing, eveéry word

moving, changed into the new world' (III RL 372 3) ' TR



147

Miriam observes admiringly that Dora and George are a balance of oppo—
sites phys1ca11y, but are 81milar and - unified spirltually (III Trap 471).
‘Unlike Amabel and Michael, they share the awareness of the state of being

. o
which, t¢ Miriam, is reality._ Their relationship anticipates her con-

clusion/in March’Moonlightvthat "sex-love dies unless it grows, - for both:
¥ IV : N ' . ‘
h N X Y( - .
'bpartners, toward;universal love'" (IV MM 644) . Physical attraction pro-
v1des only a temporary, subhuman,nnity and does not tap e1ther 1nd1v1d-

’ual/s potential, Universal love, based upon-a common definition of

rea11ty, results 1n a meaningful marriage relatio}khip (IV MM 645 6).

>

- .
s v_If ‘such: a relationship constitutes a new world complete with new means

/bf communicating, its beneflts to the female artist, particularly if she

. is a writer must be substantial To her certainty about’ her own values

" ‘J

lls added the confidence thaF relationships between men and women can be
different from what they have been.’ Mbreover, the opportunity to par-
t1c1pate 1n such a relationship prov1des insight 1nto ways that a shared
feminidgféalue system might be commnicated in art. |

Miriam thinks of such'% relationship as "a triangle. Woman and man

L.

‘vat either end of the base, the apex God" (IV DLH 224).  Her image're-

' flects one Richardson ‘uses elsewhere. In an essay entitled "Leadership

N bl

Cin Marriage,“ she rev1ews the comments of two men who adv0cate the
1 2
’ ‘ | { I

;»'leadership of the husband He must shape the_woman 8 “abundant vitality.
4

,Rlchardson does not disagg/pxwith the fundamental differences these men

+ £ind between the sexes, but she does question the implication that the
.\_:
man s characteristics are superior to the womau 8. For the'image of a

' processional, 1n which & superior husband leads an inferior wife, shev

' '.substitutes the image of a triangle in ‘which man and woman are position-

-

o : o -
'ed equidistant from a shared realityua That‘reality is the state'of

o



148
being women»are more likely than men to value.
Mlchael Shatov is only one of a number of potential husbands who,
11ke Pastor Lahmann in Germanx see in eriam."‘a little wife, weLl—willed'"'
(I PR 128 -9) or who are intent upon shaping her abundant vitality All
of them, Densley, Richard Roscorla, Charles Ducorroy, to name three,

associate “her with some aspect of the traditional feminine role she

R

questions., Densley, for example, sees masrlage as the perenn1a1 war

between the sexes that the ‘woman, in order to be happy, must lose (111
, 5 .

Trap 468) Claﬁsiﬁying women into seductresses, saints, and mothers, he
particularly idealizes the 1atter (III Trap 473 477). Marriage to him,

and - eriam is attracted momentarily, 1nvolves becoming one of the many

\

wives of professional men - who, to all appearances at least, completely
_ submerge their indiv1duality in the 11ves, careers, and opinions of

their husbands (II Tun 196-7, 200 IV DLH 202). Miriam s reJectlon of

~

Densley leaves her vxth the alternatives of celibacy or free love

Farewell to Densley is. farewell to my one chance of launching into
life as' my people have lived it. I am left with thesg strangers--
people without traditions, without local refegen »» and who de-~
spise marriage, or on principle disapprove of it tsAnd ‘in my mind I
agree. Yet affairs not ending in marriage are even‘more objection-
. able than marriage. And celibates, outside religion, though ac-
' ceptable when thought of as alone, are always, socially, aiﬁﬂittle
-absurd. Then I must be absurd Growxng absurd To. others, 1 am
- already absurd. .

Free-lovers see ésgl in some 1ndef1nable way shoddy. Born shoddy.
Men as well as wom Marriage is not an institution, it is an in-
tuition. ‘Marriage, or sooner or later absurdlty Free-love is
‘better than absurdity . (III Trap 495).

‘ Having concluded as much Miriam becomes the mistress of Hypo Wilson,
the man whom she is determined to convince of the reality of the femlnine
consciousness. A physical element enters. their relationship, but she ‘

hardly lets him reduce her to that

Various economic, legal, social, and educational restrictions,

*
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therefore, affect the way women behave in the external world.' Such
.restrictions however, do not touch their inner lives in any fundamental
‘way. Rlchardsou objects to the’restrictions not because they prevent
wowmen from d01ng what men do but because they indicate and perpetuate a
tdevaluation of the inner life and the values associated with it.  She

‘obJects for the same reason to the reduction of women to reproductive‘

mechaniswms and thelrelated.charges of inferiority in all other spheres of
activity.S If the female artist is to produce works of art, she must cut
herself off, to a certain extent at least from the role that society
~trad1t10na11y prescribes -for women. Rlchardson and Miriam HenderSOn

both note the pervasrveness of the human demand in the liyes of women'ﬂ

W"

Aw

In Pilgrlmage Rlchardson explores in deta11 several a%pects of tﬁ%h
- YIRS A . S S ;
[ m‘ “ . e, R

demand uhrch she merely mentions in ‘her essgy B W

4

o
G
Yyt

i ED

The female artist who wants to reflect woman's-yalues in ﬁé:fé:c, U
Hiriam‘s*experience implies, ought to marry only if she finds a man with
'whom she can share her defimition of realrty. Whatever financial bene-

. ‘ i3
fits and social acceptance the traditional marriage offers, it also in- %

2z

volvesﬁﬁhss of personal freedom, a lonely life with an "alien congoiousofunkgv%?
.. ness," and acquiescence in the eyes of the world to the dominant viev of |
vomen as reproductive mechanisms.‘ Such a marriage does not damage the

female artist s certainty about the stable inner life; nor does it dam-f

age ‘her potent1a1 to express it. It does place her,. hcuever » in a frus-
_trating‘situation. lhe person with whom she must bevin frequent contact o
neither acknovledges nor shares what is most real to her He nexther

~knows nor values her in what she considers the most important sense.

Horeover, given her desire to 1ncrease through her art’ society 8 aware-

ness of the 1nd1vidua1 consci sness, marrbge to such a man places her,

in the eyes of those she vants to reach, in a hyprocritical position."
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~Insisting that women are more than bodies, she yet allows herself to be

valued only in that way. L1keAWb01f in Three'Guineas, therefore,

'Rlchardson advocates a kind of mental chastity, a refusal by the female

artist to compromise her right to express hone tly her‘opinions for econ-
omic-security and socialbapproval Richardson's Miriam actually does’

what Woolf says that profe531onal women must do. She earns merely

enough to remain independent and seeks no economic or social rewards

that must be paid for by either sllence in the face of masculine values

or flattery.



G. From Either- Or to Both-And:
- May Sinclalr s Female Artist-Characters_

"I thought then that if I could only have Tommy and my work I
should ask no more of destiny; I do not' now see why I couldn't."
Olivia in Mary Austin s A woman of Genius (1912)

-

A person must pay dearly for the divine gift of creative fire.

‘It is-as though each of us was born with a limited store of

energy. In the artist, the strongest . force -in his make up. . . ,

his creativeness, will seize and all but monopolize this energy, -

leaviﬁg so little over that nothing of value can come of it."
C.J. Jung, "On the Relation of Analytical Psychology to
Poetry" (1922)

o

May Sinclair's 1nterest in the female artist centers upon the con-
. (

fllCt between her imperious creative gift and her d631re as a woman for
.1nt1mate relationships with other people. leke'WOOIf and Richardson,
Slnclair.struggles to re-evaluate art and espec1a11y marriage so that
-for the female artist, they are not mutually exclusrve, The struggle

, . : :-;.1

is somewhat more difficult: because Sinclairiis;attracted'

',that the artist‘tfemale as well as

the greatest risk: She also 1nsists, howevef
o"‘* /
ferent from. other peOple only in degree(\
/ -
of reality may be more frequent and/of g eater 1ntensity, but he perceiVeSN_,
. ) ,

the same reality as numerous other peop"e, among them heroes, lovers,

/

not in kindﬁﬁ His perceptions
g

V

.of a number of her artist-characte s that this overwhelming force is not

1 / "‘ . X A

1mposed upon them from without ?yt is, 1nstead, the most real part of

themselves. . ‘ , /

’ In her treatment of the duestion of environmental versus inherent -
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factors in the life of the female artist, Sinclair balances the emphases
of Richardson and wbolf. Like Richardson, she believes that circumstances
cannot -touch the femalc artist"' s\potential, perhaps even cannot inhibit

some exptession of it. Her major treatment of this Cheme appears in

Mary 011vier a novel written approprlately in a manner 51mllar to

Richardson's. Richardson and Sinc¢lair admit,‘however, what Woolf empha-
fsizes, that a woman can develop’her full potentialiboth as woman and.as
: artist'only 1f the traditional view of woman as w1fe and mother and of her
role as self-abnegat1on is modlfled Such a modification does not involve

a denial of her biological function as childbearer. It does involve an

‘more than one way at once, and an acceptance of these alternat1vei;qs~

N

~_

normal. In anclair s f1ct1on it xnvolves a relat1onsh1p flrst between\\\
! /

the female art1st and -her parents and then between the female artist -a :

her husband and children that’does not require total self-sacrifice.

Sinclair, in othei words, reFexamihes the eifher-or def1n1t1on of the'

male. artist 8 81tuat10n and explores the possible redeflnltlon of thét

.situation as both-and o AR ' I » | I

3

0cca81ona11y in Sinc1a1r s fictlon posses$1Ve @grehhs usuelly mothers,
want to’keep their sons at home. Trad1t1onally, however daughters are
\:the ones not allowed to leave until they marry. For this reason Frlda
Tancred' s father in "The Cosmopolitan"ICanhot understand her determinatioo'
- to travel (RP 314 -15). L The only reaeons other than marriage for a young
woman to be away from home are extended vis1ts to other such homes or

: &
stays of various lengthgfat girls® schools operated accordlng to the theﬁry

of in loco parentis. For the female artist the questLon raxsed by this
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<

. seclusion is how she is to get the training necessary to master her art

and the stimulus. that comes from contact with other artists. In Sinclair's
: . & ‘ : ' ’

fiction, as in that of many of her,predecessors, to write poems, play

the plano or sketch at home is acceptable for women, partlcularly if they

~

. do not take art serlously or perform too well The fact that Frlda Tancred

in "The Cosmopolltan," who has a horror of doing anything.badly, refuses
‘to dabble in the arts suggests the ‘level of proficiency usually achieved..

Even considerable skill may be admired,fas in. the case of Lucia Harden

in The Divine Fire, if a%ﬁpman has no professional aspirations. Like .

- Woolf's Rachel Vinraceﬁin The Vovyage Out,.luciajneglects her other studies
andvpursues;her interest in music. Her grandfather allows her to do so,
however, oniy because he is contemptuous of woman's 1nte11ectua1 capacity
-and def1nes mu31c as pr1mar11y emot10na1 _ . " o o
If a young woman in Sincla1r s fiction has a serlous and. professxonal
oY

ag%attltude -toward her are, 1mmedlate1y she encounters emot10na1 bfﬁckmail

and numerous ObJectIODS Mollle A111ngham in The A111ngham3 (1927),

for,example, wants to go to London where she thinks she,can get the
training’ necessary to become a. profe331ona1 concert pianist. .Her parents,
who thlnk she plays suff1c1ent1y well already, 1n318t that her Qanting
'to leave home for any reason other than marrlage means. that she does not

y

love them. Moreover, they assume that her- 1nevitab1e marriage will mean
‘the end of'any career she might establlsh for herself.' That Mollie may
have the capacxty to love her parents, her future husband and her pro—
-fe3310n31 career is not cons1dered, even by Mollie. She chooses her
parents over her music but observes that if - they loved her as much as she

. loves them, they would not stand in her vay. Mollie 8 fiancé, who does'

i love her enough to let ‘her pursue her career still is uncopfortable when

NN

¥
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he thinks of her travel, public appearances, and 1nvolvement in a life

LoD | | g R 154

phat does not include him The love that enables him to want for his

4,*

fianceé

-what she wants for herself 1s combined w1th the traditional

N

f'notions that the female performing artist needs protection, wants to
. u,

. display hérself 1n publlc, and ~ought to direct her energies only toward
' her husband and home . Mollieg convinced again that she must make an
'either -or choice, chooses Richard over her mugic,

Mollie's sxtuation can be interpreted in more than one way. The

D

'suggestion exists 1n the novel, particularly in the person of her Aunt

‘

Martha, that Mollie should not be forced by the conventional views of

© women and of female artists to. make such ch01ces Sinclair in her

?

‘fiction as a whole however, emphasizes the 1mper10usness@of female as
Ewell as male genius and 1ts ability to triumph, if only to a limited
extent ‘over negative circumstances. She comments, for example, on the‘
,BrontEs inabilit £ stop writing"(3B 12, 29) and.dramatizesvin The

Creators Jane Holland's s;milar inability If Mollie Allingham is not
. ";51 T o
likewise driven, then perhaps she is no genius. If she were, .she would th

be more willing to sacrificé_other people to her art, or, more accurately, .
- she wouid be ‘more willing to-  nd other people who mistakenly deflne
themselves as sacri%ﬁped and 3 heartless Sinclair does ‘not give
'the artist license to commit all sorts of exploitative and 1rresponsible
. o

acts, She does see genius as a demanding and largely irre31st1b1e force
,that makes the artist vulnerable to various criticisms and charges con-
- cerning his or her relationahips with other people. Such criticisms,f
particularly in the case of women, are based upon traditional expecta—v;

tions that often are misguided

_Sinclair's major dramatization both of the debilitating circumstances '
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the female artlst must face during the period of her development and of

the ability of genlus to maintain a certain deg ree of freedom from these

circumstances is Mary 011v1er (1919). Similaritie

situation_and that of several male_artistQCharacters in Sinclair's fic-
tion, including the two painters in "The Mahatma‘s‘Story" (1931). - The
Mahatma, whenever he encounters people who insist thatbsomeone is un-
' successful besause he was not given a chance, tells the story of the
poor and unsuccessful painter and the wealthy, successful painter who,
<
with the~he1p of Rama Dass, exchange-memories and circumstances. They
keep their own temperaments and wills, however, 31nce the elements that
constitute.the self cannot be altered The unsuccessful painter, placed
in a perfect economic situation, still does no work; the successful Tk
painter remains successful in spite.of his poverty. Each man ends
lwhere he began because‘the self,'not'circumstanCes is the determining
factor.

Becausevthe novel begins with Mary ] infancy, not with her teens ag
is the case with Richardson s Pilgrimage, similarlties also exist between
: Mary s early experiences and those of Lawrence s Paul Morel and idyce 's

’Stephen Dedalus. “All three must. define their relation to the social
.values to which they are exposed. Unlike the painters in "The Mahatma s‘
' Story" and unlike Paul and Stephen, however, Mary continually confronts
the v1ew that learning or the enthusiastic pursuit of excellence in any’
sphere other than the domestic is nproper for a.woman. The maJor rep— -

resentative» of this’ attitude is Mary 8 mother a powerful figure whose

role’ 1n the novel is more. like Mrs. Ramsay 8 in WOolf s To the Lighthouse.

. published eight years later, than like anyone Richardson 8 Miriam en- .

counters, her mother included Mrs. OIivier;;

ike Mrs. Ramsay, represents

2.t




'influential older woman before she can.function successfully as an artist.

4 : ) i . . - - 1 36 .

a tradtional view of woman's role, 1ncompatib1e w1th that of woman

artist. Like. Lily Briscoe, Mary 011vier must Xsgess the values of this

~
As in the case of Lily, affection combined with resentment provide a '

"barrier to clear evaluation. Both women, however, persevere and refuse

: o
to give up their art, Mary, because of Sinclair's de -emphasis on cir-

. cumstances, with fewer feelings of inferiority than Lily.

Mrs. Olivier's continual advocacy of self-abnegation, of the re-

nouncing of one's will is identified, more in the manner of Butler s

The Way of All Flesh than of To the Lighthouse, with traditional

Christianity. Her attempt in God s name to break Mary s will and Mary s

‘reSistance is a fundamental conflict in the book God s will, inter-

i
!

preted by Mrs. Olivier, is that Mary should renounce her w111 and her -

self, submit to her mother s instructlon and be contented with the usual

?‘domestic labors of women Again and again, she advises . Mary to remain-

inside the house diligently sewing and cooking. Housework however,

.
Qerpetually leaves her mind unsatisfied Mary fights her mother, _al-

’ though she dislikes doxng so, because she senses that her personal iden-

tity, her very self, is at stake. She concludes that her mother ] hatred

of and desire to destroy the real self in other people is" the unpardon-

/

able sin "'Selves are sacred.'" she insists, not despicable as her

=)

[ =

mother teacheS.j "'we were brought up all wrong, '" she sayS. "'Taught

that our selves were beastly, that ‘our wills were beastly and that :

/

/

everything we liked was bad. Taught to sit on our wills,,to'begafraid
of,our selves and not trust.them for a single minute'"v(MO 250-2;
cf 124, 249-50).

: | > : ST e o %;u
' Mary's self isvidentiﬁ ed in the novel with both her scholarly. and

I8

oy

N
.
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artistic activities. fﬂer enormous intellectual curiosity and enthusiasm

3 . L

. results in attempts at self—education‘ She is not given the educationa'

opportunities of her brothers; nevertheless, books are readily available.
Her father's library contains standard literary works and, when some
of those considered unsuitable for a young girl are moved out of her

reach or hidden altogether she simply begins on others. _Her brothers'

s

leave their old textbooks at home. Friends occaSionally get her books

+

from c1rculat1ng 11brar1es. Her wmother, however, considiﬁs learning

"2

1nappropriate for a girl. Thls problem is complicated by the fact that

'the‘literary and metaphysxcal works that attract Mary confirm her dOubts

s

those who scorn the female actress or concert musician that such a

~e

_abOut her mother s traditional Christianity. Mrs. Olivier's reaction

to Mary' s studying is- complex. Apparently she is convinced of woman’s -

intellectual inferiority. At least she has governed her own life by

‘ that assumption and, like Woolf's Mrs. Ramsay, fears any challenge to

it. Any womdn, she thinks who enthusiastically pursues knowledge must

not be ‘serious or gifted only hypocritical and vain She thinks like
",

woman merely wants to display herself " before others. Mrs.‘Olivier'also

1n31sts, not without foundation that men do not like women with minds.
“Q_

.
.

Eventually she admits however, that she is Jealous of Mary s cleverness .

and that she had wanted her boys, not her girl, to achieve intellectually.

.

Hary s brlef experience with girls' schools relnforces her mother's

values. Hary attends a conventional school where the girls mock her

enthusiasm for her studies and are scandalized by her religious doubts.

blee her mother, they th1nk she merely shows off, that her commi tment-

'merely is vanity and impertinence. Again the assumption is that a. woman

- S

3
*

, can neither be serious about learning nor gifted. ggghe'must concentrate

-
-
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on being well liked, and to be well- 11ked, she must act like the other
girls. Mary, however, continues to devote herself to her studies. At
her second school she w1ns the literature, French, and German prizes, -
giving up the good conduct prize so that she w111 not get them all

That renunc1at10n is for Mary the- easiest yet it displeases her Uncle
»Vlctor who obviously considers the good conduct prize the only one worth
hav1ng for a girl Té, A

| The self that Mary keeps free from !. 1mpress of circumstances

also is identified with her art. Mary 1nit1ally sees the piano as the |,
means by which she can express her 1ntu1tions of reality. Her playing

is a challenge flung at circumstances that require her accommodation to
‘a worldxof values she despises. tBut.her playing, on the whole, is’
.;frustrated, Her mother continually’tells her that if she must play at
all, she must play gently so that the whole village will not - hear her.
Again the implication is that Mary plays out‘of affectation and vanity, .
‘primarily to exhibit herself If her mother does not 1nh1b1t her or ’
'stop her, her irritable,. alcoholic father does. When she warts patientlyv
until he leaves the house,. the look in her mother s eyes reprodches her
for caring about her playing more ‘than about her father. The music Mary
. wants to play, therefore, usually resounds inside of her, unexpressed
Continually denied outlet on the piano, that msic flnds expression in a
less-obtru31ve manner, in poetry “She would never play well- At any
minute her father 8 voice or her mother s eyes Jhuld stiffen her flngers,
and stop them.. She knew whatlshe would do she had always known’ -She
would make poems . They couldn t. hear you making poems.. They couldn't
’ see your thoughts. falling into sound patternS" (MO 184). They only can

.N‘V"
interrupt her, as her mother does, with queries about why she s1ts
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alone in her cold room and later with queries ahout what she intends to

do with the poems overflowing her drawerS. They only can fear, as her

Wl
%

mother does, for the srnful conSequences of her daughtei,béhoming a.

publiShed poet and coming into contact with other writers and artists.

,/. . A\f-.
They only can demand her continual presence and care, ‘as her mother

does;, when finally bbry does achieve some recognition

Like Miriam Henderson Mary Olivier does not marry Among the few
men who share her 1ntellectual 1nterests and even’ admire- her intelli—vvf

4

gence gne Leaves-the country, one - is married already, and two ultimately
- ’pro&e»disapp01nt1ng intellectually pt,morally. Often marriage would o

involve the sacrifice of another peré%n In the case of Richard

v .

Nicholson who has the mind Mary always wanted to find in a man, her

o mother is the obstacle.v Mary can neither leave her nor bring her to .

,,,,,

mqlive in London. She _gan neither see Nicholson and her mother. living
. ’/
together‘.nor fac?‘being responsible for any living arrangements that

distract him from his wOrk - She dec1des that, under the circumstances,
1e§3 courage is required to become his mistress than to marry him. For
‘a short tlme& therefore, she stays with him in his London flat and meets

\fr htY
e g;z
11tera§y'people for the first time. X at home with her mother who

vl ~ 4

:?%%13 senile and needs continual watching, Mary can no longer write.
'v‘ﬁ’“Moreover, shortly before. her mother s death, which would have freed her
to marry Nicholson ‘he forms an unhappy alliance with an older woman he
‘has known for years. Mary, not wanting to hurt his wife, chooses not

-

to interfere. Like Richardson 8 Miriam, however, she is fundamentally
happy w1th her metaphys1cal certainty and the scholarly and artistic
pursuits related to it no matter what circumstantial deprivations she

: 2', -
v must- endure.. _ e



'wife}and artist. Practically all of he

‘art. The more worthy the object of love,

~airy’ ideali§m and the concrete, external world. At the same - time, 1f

encourage the expression of that insplration in art’ Sinclair's”female

from The Creators itself, is not hers. Her conclusion is-closer to

\
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Nary Olivier s maJor difficulty is combining the tradltional role
of dutiful daughter with her 1nd1v1dua1 life as a scholar and artlst

Sinclair s other female artist characters confront another version of

the same problem, the conflict between the traditional'role of dutiful

< : ,
artist-characters; male and

P

female,;fall in love. In most cases the' xperience is beneficial tow,

~

hodever, the more beneficial v
f
the experience. Ted Haviland's love for Audrey Craven for example, and

even more so Keith Rickman's for luc1a Harden bridge the gap betweén

'
¢

>

such a woman is unsympathetic, she can threaten the artist s career, as

Ted Haviland's Most of Sinclair's male artist characters, however, llke

Stephen Allingham in The Allinghams, Maurice Durant 1n "The Cosmopolitan "

e

V~and Owen Prothero in The Creators, £find women who not only 1nSp1re but

q;:

artist- characters are not so lucky. o - o B : %agya.
. . . a . l;
The experience of passion for the artist in Sinclair s fidtion is

~—J

one thing Marriage and family quite often is another.’ In The Creators,
'Caro Bickersteth, the journalist, advises geniuses to avoid marriage.

This position, Judging from Sinclair s fiction as a whole as well as-

*

George Tanqueray s. He says that "'the unpardonable sin in a great

artist--isn t so much- marrying as’ marrying ‘the wrong person'" (C 469) .
‘l

oAmong her male artist—characters, Stephen Allingham and OWen Prothero

marry the right persons, women who love the1r hquands as total persons

including the element of genius that at times so totally consumes them

»

¢

el “Audrey Craven, like her predecessors -in numerous artist novels, threatenS'?
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‘Keith Rickman almost marries the wrong person and George Tanqueray
actually'does so. Both men 1nvolve thems&ives witu women who appeal to

'thelr senses and hearts, but not to their intellects. More gentle than

Annexln Shaw s Man and Superman, both women nevertheless instinctively .
.des1re to build. nests and fill them'w1th chlldren Rickman's Flossie
'does so only by marrying another man, and Tanqueray's Rose remains in

y this respect unsatlsfled - Both @Fn reallze, Tanqueray too late, that

they need women‘who are their equals, not. their dependents who keep

pace with them in all things.

When Sinclair's female artist-characters‘fall inylove, the experi-
"-éan,, as invthe'caSes'of her male artiSt-characters,duSually is'benef
ficiallto art; Love‘gives their work the paSsionate, sensual, flesh?h
‘and-blood dlmen51on that tradition has taught women to deny.v The con-
sequences of fa111ng in love, howeyer, are’ more complicated than they
are for male artlsts. For a woman, fa111ng in love generally means mar-
rlaée, motherhood, and self-sacrlflce., Avoidlng or 1gnor1ng the demands
4;of the people close to her is more d1ff1cu1t for a woman trained in that
‘tradltlon than it 1s for a man, and any dev1ation is more likely to be
.cr1t1c1zed - In this context Tanqueray s warning against marrying the
’1 wrongvperson has added meaning. Where is the female artist to find the'

male equlvalent of the 1nsp1r1ng and encouraging woman’ Where i% she

th? egement of

to flnd a man who loves her as a total person 1nc1ud1%§

.

oy g
;gimale artists

9

genius that at times totally consumes her’ If Sinqgair“

‘find such men, they rarely are fortunate enough: to marry them. Ina -

~ transitional period durlng whlch marrlages which facilitate rather than

>1nh1b1t the female artist 8 work are ‘uncommon , Sinclair can provide no

X

clear answers to these questions.
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She deals briefly with the problem already in her first novel,

Audrey Craven (1897) ’_Katherine Hav11and§? paintings lack a human

t

vquality before her isolated life is complicated first by her love for

her brother and then by her love for Vincent Hardy. In a conversation

v

&L
Ty
i

with the iatter she begins’to consider the conflictfbetween,'as she puts
:it, the "love of art" and the ™art ofjlove" (AC 311); Vincent thinks
.that, in her vacillation between the‘two; her present attempt t0‘thwart
the woman in order to develop the artist is worse than an attempt to
develop the woman at the expense of the artist. Since she must make‘a
choice, she ought to ready herself to love the man who eventually w111
ask her to marry him. Otherwise, he warns, alI the success in the

world won't make up to you for the happiness you have missed'" (AC &
oy ) ' S

301-2).

5§§s advice‘anticipates.hrs. Ramsay's toilily Briscoe”in To the

J Lighthouse."Like Lily,,Katherine responds to such advice'uith.painfully

mixed feelings, although the 1ngredients are not ‘the same. Vincent ~who -

Ioves Audrey Craven, is not aware. that Katherine loves him, a- -fact that

i gives peculiar meaning to his advice. She has, at least at the moment,

no clear choice between developing herself as a woman and developing

- herself as an artist ‘On a practical level’the choice is made for her

because her love is unrequited, but the essent1a1 conflict remains un-

resolved. She is pleased because her love gives her knowledge and her
£

painting new‘depth At the same time, Vincent's warning that success as

.an artist is no substitute for love recurs w1th the persxstence of

Tansley s and Mrs. Ramsay' s words in Lily® s mind

The novel suggests, however,'that the artist in Katherine must have

a legitimate outlet; otherwise she may‘channel those‘energies‘into
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directions detrimental both to herself ‘and to others; ihe temporary
sacrifice of her career for her brother s, for. example\ is neither en—
tirely self-abnegating, nor in his best interests. .'Instead>of living'
for and creating art, she lives for and creates her brother s ‘career,
resenting the influence of anyone else as bitterly.as she would resent
the hand of . -anyone else neddling with her favorite painting. She also
renders him overly-dependent Realizing that her relationship with
Vincent Hardy, whom she saves from self destruction through drink and
other vices, has a 51m11ar dimension Katherine asks herself »"was she
not an artist before everything, -as he had sa1d7" (AC 311) If;Shel
does not have -sufficient opportunity to’ manipulate color and line upon"
canvas, she will manipulate human elements and wlth her eye upon the
'creation she env1510ns, 1gnore the.preferences and needs of the indi-
v1duals 1nvolved \

The conflict in Katherine Haviland'between artist and voman ulti-_

mauiy-must be considered within the. context of the androgeneity which

'like Wbolf and, as we shall see, like Richardson Sinclair attributesv

to the artist. Her fiction contains numerous women who value themselves R

',as 1ndiv1duals, develop their minds,bstrengthen ‘their. bodieS, and enter,? o
" into hitherto masculine realms of activity. Like WOolf s 6i1ando,.they
look: for mates with feminine as well as masculine qualities Among

b Sinclair s female artist-characters, however the mascullne and feminine.
qualities are as often in conflict as they are in. balance., Katherine
‘Haviland is credited vith a charm that isg "super feminine.‘ .The narra-d;
‘tor explains that “amoug all artists there is a strain of manhood in |

-every voman and of womanhood in every ‘man"' (AC 92) The Qomanhood in de"'

Ay
Xatherine, therefore, is part of a larger wholégfyiye conflict ia not

-
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and artist as it is between'the feminine and

N thin the androgynous person who is the artlst
.Katherine 's womanhood nOurlshes her art by keeping her 1n touch with the~
human , but it 3lso- remains to some extent unsatlsfied The masculine
faculty enables her to give expres51on ‘to the 1n31ght her womanhood
brings, but it also requ1res that she remain to some extent detached

.from other people.

The idea of two sexes 1n conflict w1th1n the female artist is

i[developed by Nina Lempriere, one of thq(women writers in Ihe/Creators.

- Genius, she says, is.
g1v1ng you another sex: 1n31de vou, and a stronger one, to plague
you. When we want a thing we can't sit still like a woman and _
~wait. till it comes to us, or doesn't come. We go after it like a
man; and if we can't get it peaceably we fight for it, as a man
fights when he isn't a coward or ‘a fool. And because we fight we're
done for.: And then, when we're down 'the woman in us turns and-
rends us. But if we got what we wanted we'd be just 11ke any
other uoman As long," she added "as we wanted it. . At's
borne in on me," she said, "that the woman in us isn't meant to
‘matter. She's simply the victim of the Will-to-do-things. It
'f puts the bit into our mouths and drives.'us the way weé must go.

- It's like a whlp 1a1d across our: sh0u1ders whenever we turn aside"
i‘(C 105) T : : :

Jane Holland in contrast to Nina Lempriere, at times refuses to believe

that her womanhood must be the victim of the masculine w111 to—do-things.

g;* ’Afthr her third ch1ld dies, for example, Jane, shattered, tries to ;
g ‘d' i ' .
gea8semblévherself w1thout including "the dangérouS, d1S1ntegrat1ng, o

A DA
. - :
o g0 SR e . ‘ s

- ‘viril' element" (C 448) Both Nina and Jane d15c0ver, 1n thelr different

,:ways, that they can destroy neither the man nor the woman in them. That
fi{they define their genius as masculine apparéhtly is due to’ the fact that

‘fithey are women. Tanqueray, because he 1s a man defines hlS genius as.

feminine and the creative process as fertilization gestation, and- birth
B -.1./ - A O i
Iheir definitions takep together indicate that genius is both masculine

i ar -
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and feminine, that it is an ability to perceive and a need to express an
utimately sexless reality. :

. v - P oy
Sinclaﬁr’s most thorough treatment of the conflict within the

"female artlst is in Ihe Creators (1910), a relat1vely trad1t10na1 novel

in which an unobtru31ve oansc1ent author presenu551x artlst characters,
threevmale and" three female. .Slnclalr snbordinates herself to'what she
considers of primary importance, the consciousnesses of her individual‘
f'characters, withont going so farp:as Woolf does when she reEZZ;s ‘the nar-
ratlne voice to the mere pr0v1der o} explanatory clues as the reader
moves from:one of several individual consc1ousnesses to.another One
question the novel raises ln thlslmanner ls whether the female artist's
mascullne and feminine facultles mlght complement rather than compete
with each other.. The three women writers in the novel represent three
different approaehes to an answer none of whlch is entirely satisfac-
tory. » The number of varlables involved makes generalization beyond each
woman's individual case d1ff1cu1t One of the most 1mportant.variable3’
is the kind of man with whom the female artist, falls in love.‘ Also
1mportant are her ability, the degree of her comghtment to art, ‘the
strength of her de51re to fulflll herself as’ a -woman, as well as her;
phy51cal ‘and psychological strength Nina Lempriere who insists”upon
the 1nev1table rlvalry of the mascullne and feminine faculties and the .
victimization of the latter by the former, remains unmarried.’ Laura
Gunnlng s marriage to Owen Prothero, another artlst, seems satisfactory
except for the fact that she is not' a great artist and uses her small

- gift to fac111tate the expre351on of her husband's greater“one. Jane

" Holland marries a ‘man ‘who, although he has some appreciation of art, isv

‘not himself an artist and who envisions a more-or less traditional

(/

n
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domestic life. The novel.concludes with the suggestion that if Jane had

o’

.

\married not Hugh Brodrick but George Tanqueray, another novelist, the

"faculties of a great female art1st might not have been in conflict.

‘

Tanqueray, however, sees/pnly theignrus 1n,Jane and recoqnizes the

. . 4
woman too late. ’ : . -

.Sinclair's The Creators tests Nina's assertion to Jame that if they

or "'any woman is to do anything stupendous,vié means virginityf" (C 106).

The outcome of the test is ambiguous. Nina and Jane agree that if their
(2 -

genius is worth anything they will have to pay for it in ways that George

Tanqueray will not. He can marry and still foliow the dictates of his

—_—

genius. As Nina says and the novel shows, if anyone pays, his w1fe will.

. AR

: So long as' marriage for women means a wide. range of fa%}ly duties as well
’ AtJT\‘.

"as. the bear1ng and rearing of children, it constitutes 5 serious threat

to their,art;

ek

therefore, may have a slight edge over the traditional marriaégaw Both

,women produce excellent work but N1na is more 11ke1y than Jane ‘to"
continue to do so. The contrast betwen the two women does not prove,
however, that virginity for the female artlst is preferable to alnernate

kinds of intimate human relationships or marriages. Even the changes that

~ 3

occur w1th1n Jane s marriage point in a new direction.
Nina 8 stateme?t does not take 1nto account the 1nd1v1dua1 charac-'

-_teristics of fema e artists, Temperamentally, Nina»and Jane are very )
i 3 _ . .
different Jane's warm, sympathetic interest in people keeps her

/
/

/
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more-c .ess continually invclved 5 1 them while Nina"s wild and solitary
indepe: ~: is broken only by a significant periods of total,

_ passionate iavolvemcnt. Nina'e ;mperament perhaps makes virginity

- suitable for her. Sine o _<esents her as a modern  Diana, a huntress:
and an athlete at ‘home among forests and mountains (c 102 307).
Contlnually assoc1ated with wild birds or beasts, or with raw natural

- forces (C 180, 59, 76, 231), she thlnkSMOf her extremely powerful pas-
31on§ as a wild beast w1th1n. -If she canmnot control it, it will destroy
other people or thwart ‘her genius. Nina writes between bouts with the

beast, -and the quality of her art depends upon the degree of her victory.

 She pays a heavy price psychologically, but by the end of the novel, she

is undivided in her COmmltmentS Ultimately thankful for her suffering,
she is 1ncrea81ngly certain of her artistic power and her destiny. She
-only doubts her course whenlbhe sees. the success Janeachieves i spite
of her 1nh1b1t1ng c1rcumstances (C 378) E ' : ~

: The beast that Laura Gunning fights 1n1t1a11y is not passion ‘but
poverty. Tanqueray, who says that the artist must keep free of families,
“p01nts out that if he and Jane have accomplished anything it is because
v.both of their families have reJected them (C 11). In contrast' Laura's
_family, her declining old father, requires that she exhaust herself
do1ng Journalistic writing in order to support them. | Laura is a small
woman whose ab111ty is less than Nina S or Jane S; nevertheless, she

wants to develop it as fully as possible. In order}to perfect her short : .

stories and short novels in an environment that gives her neither soli-

f
1

tude, Sllence, nor f1nancia1 stabiégty, she first must write her para-

graphs for the papers, then stay

~ far into the night writing for her

own satisfaction (C 204; 215). Bywh
. R . Dot
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schedule practically has destroyed’ her both phy31cally and psycholog-
i

R ’ ) 53-{‘

Her subsequent marrlageéko Owen Prothero, however, affects her

Pad ng.
;o L
quite d1fferent1y. Marriage divides neither her nor her husband from

a
s

Lcally.-

their art, perhaps because they are both artists; perhaps because they
are sufficient to each other\and both wantbto produce books rather than
children. The main reason for\her satiSfaction however, is the fact
that she can use her art f1nanc1ally to encourage the worklng of her
husband s larger genius. What he produces in this way is a product of

their combined efforts and the "consumatlon beyond consumatlon of thelr

marriage'(C 430) Laura has to persuade Prothero, however, that her

T

.happlness dependqgﬁﬂbn puttlng her gift at the dlsposal of his. He feels

gu11ty, and is made to feel so by the Brodricks and other conventlonal

people, because his wife supports him. After Prothero s death when her

work no longer is needed to support his, Laura stops writing altogethen.

. She dedlcates her energles to ed1t1ng his poems and mem01rs in an at-

tempt to prove to a mlsgulded publlc her husband's worth

Laura's is one solutlon to the problem of the female artist's
desire to fulfil herself both as woman and as artist: but to generallae E
from her sxtuatlon is. as dlfficult as to generalize from Nina's. v What
would have - happened had Laura been more gifted and less w1111ng to sub-

ordinate her career to her husband's? Jane Holland s, s1tuation prov1des-

some indication leen her 1nab111ty to keep from getting 1nvolved with

: people her friends all prophesy disastrous consequences for her art

should she marry,\especlally if the man is Hugh Brodrick. Jane's experi-
ence. of unrequited love for Tanqueray causes her 1n1tia11y to agree ‘

with them. Like Nina, she experiences passion, then frustration and
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suffering, then the'turning of her energies to‘art ' So allve to her is

gap Tanquerav leaves in her life” lShe even calculates that durlng the
year she w111 need to f1n13h the book she w111 be free of her passionv3
‘W1th the relief that thls reallzatlon brlngs Jane ‘discovers a dawnlné
affection for the genlus she had ‘disliked because Tanqueray loves it
and not the ‘woman in her Genius, she dec1des, works just as Nina says ,

" : S
. 1t‘does, it rewards the artlst handsomely for the sufferlng and frus-\
: tratlon she endures when she renounces all else (c 116 17) The quality'v
of Jane's art, like Nlna S, depends upon the degree to wh1ch she con-
querslher pasSLOn;~ Her best work 1s the result of "a heavenly 311ence,k¢":
a vlrgln solltude,land a creator possessed by no power except the im-
pulse to create" (C 117) H | o

Jane s 511ence, SOlltude, and de31re to create 'however, are

threatened in two ways. The flrst threat is celebrity. When the novel

beg1ns she already is a well known novelist innundated with. 1nv1tat10ns

i
.,

and requests for favors; She does not like to offend anyone, but she |
is conv1nced that if these demandlng and: 1ngratiat1ng people cared about .
nher work as much ‘as’ they profess, they w0uld leave her alone to produce
it (C 120) . A more serious ‘threat is Hugh Brodrlck and hls family.

» Tanqueray can tear up andhbu:%\all of the notes and invitations littering
her wrltlné table, but he cannot prevent her marrlage - Jane herself
fstruggles agalnst it. She argues, for example, w1th the Brodrick women
who insist that chlldbearlng and rearlng give women knowledge. Jane
1n31sts that, on the contrary, the experlence obliterates knowledge by
demandlng nothing but fee11ng She m1n1mlzes the value of experience

for the artist, in this case the experience of motherhood (C 268).
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Tanqueraybsupports her. He insists that what 1s necessary to the
Brodr1ck women is not necessary to her, however often she may experience : -
moments wheh she doubts it, .Such moments, he says, are temporary and
will»passﬁ The impulse to create.works of art, however, is permanent

/ S )

s,

" and rea&. . Women who say otherwise, he 1nsists, are sentimentalists (C 269).

ane, nevertheless, is attracted to the Brodricks precisely because
the recognize in her what Tanqueray will not (c 12, 86, 90 1) ‘The

Br ricks see her primarily as a woman They appreciate her genius to

he extent that it saves Hugh s Monthly Rev1ew but in general they p1ty o

her for hav1ng it, for hav1ng to work, - and for hav1ng no home or family.
To supply the lack, they inv1te her to their Sunday family gatherlngs.

Hugh, like his family, sees ;Jane primarily as a woman. L1v1ng alone and

o

, liking it m - be acceptable for Tanqueray but for'a woman it fs—"'horrible

(C 73). He neither likes her to talk about her wr1t1ng nor to work hard

<

at it even for the sake of his review. Jane s dec1sion to marry h1m
clearly is a choice of the woman over the artist in her life.

Just as she is dissatisfied with Tanqueray s refusal to recognize

" her womanhood however, so she ultimately is dissatisfied with the

~
¥

'Brodricks tenﬂency to ignore her genius. Continually she must 1nsist

that she can be both woman and artist within a climate of opinion that '

makes allowances only -for the former and that con51ders the latter self-
. R i

o

indulgent and neurotic. Increasingly she recognizes that the genius

which she had con31dered peripheral in her life is, as Tanqueray

2}

central and indestructible. She vac1llates between immersxon in wg

and motherhood and immersion in art. The‘rare moments when her tw

commitments balance come as a result of . certain departures from the

traditional female role,that enable her to both write and attend to ‘her
E . : &5
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[

'spffamily. Hugh makes these adJustments somewhat reluctantlx and hlS family

" is extremely crltical of them nevertheless, adJustments are made.

Wiz,

2 ‘The portion of Jane s marrlage presented in the novel includes the
production of three books:, one of which is bad, and the birth:pf three
children,-one of whom dies.' The counte{pointihg of books'and babies

A [}

1llustrates the extent to which the production of both is necessary and

normal~for Jane, even thOugh she cannot do both at o?ce. Early in‘her

:married life Jane, 1mmersed in wife and motherhood, produces a bad book

\

and a healthy child. © The book which she beglns before she fal%? in,

love with Brodrick and reluctantly finishes afterwards for the ‘sake of

¢
l

his rev1ew, evidences a declxne in quality that disturbs her blisgful

N

state Of.mind. "'It s as:if I' d brought something deformed and horrible

‘1nto the world ' Jane tells her husband (c 292) Het~f1rst baby,

N

.although 1t is born prematurely because of Jane's hysterxcs after a

o

quarrel with heE husband over one of her artist- friends, is healthy

_‘She spends the next half—year concentrating only upon him, much. to the

'Brodrick famlly s surprise and ddmiration (C 324) Just when Brodrick

pronounces his- w1fe wholly fulfilled however, she ‘becomes restless

and begins to think of a book ' Brodrlck‘ the narrator tells us, is less .

conv1nced that she cannot do both than he is afraid of losing complete

i

_posse551on of her (C 328). as yet he does not consider either relin-

qulshing her attention only to repossess 1t or remov1ngvsome of the bur-

N A
déns of the domestxs_palf of her double commitment so that she has more .

energy to expend on him. ) L e \;,

The fatigue and . depre331on resulting ‘from Jang 8 attgmpcs to occupy

herself solely with house and family 1n accordance with her husband 8

W

’wishes culminate in the f1rst concession made to her ‘desire tb write.,-‘

‘ e >
Q . ' N
R e .. - . - e a
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._Actually,wit is made as much~in'Brodrick's self—interest as in hets.

Efflciency is 1mportantmto him, and Jane never has been able to run the

house to his satlsfactlon She suggests, therefore, that his capable
former housekeeper return, relieve her of this burden, and restore
domestic calm and order. Gertrude Collett, repeatedly credlted vith -
goodness and self sacrlflce (C 407 417, 418 461), becomes "'the .
Angel of the Dinner'"(C 390). Whether Wgolf knew Sinclair's work or |
whether both women 1ndependent1y echo the t1tle of’ Coventry Patnore 's
The Angel in the House (1854) is unlmportant What is lmportantﬂls that

!

both women see the chaste, self-abnegatlng woman as a threat to the

female artlst Slnclalr s. references to Gertrude: Collett as ’an angel

’ plus the references to the confused and sent1menta1 reasons for her

angellc presence in the Brodrlck household constitute an Lndlctment of
“her and women like her. The angel in the house, as Slnclalr presents
her, is a sentlmental abstractlon a corrupt ideal of splrltuallty,

purlty, and goodness based upon a den1a1 of the temporal world and of

_the body through which true spirithalft; isrperceived

The angeL,tn the house and the artlst in the house have 11tt1e in

-

common . Jane 1dent1f1es w1th Tanqueray, a male novellst she knows,
rather than with Gertrude. Gertrude also is aware that she and Jane ’
/ ' "

are extremely unlike and, because she is not only an angel but also a

falfenangel she cannot resist subtly remlndlng Brodrlck how well she

-alleviates difflcuhies thle Jane creates them Gertrude, when Jane

wrltes gives Brodrlck attentlon and companionshrp, cares for his chll—

dren and creates an atmosphere of effic1ency and comfort around hlm.

i’

[V
) Jane, when not exhausted by childbearlng or wrltlng, 1nsp1res and Te-

' ciprocates his passion Slnce Brodrick apparently needs both klnds of

kNS 2 T [
. ,.“ . 3 .
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women, Jane is fortunate that Gertrude is present to fulfill the domestic

duties for which Jane has neither the aptitude nor the inciination.

P}

Freed of a major source of frustration and a wmajor drain upon her time

and energy,'she temporarlly succeeds in balanc1ng her divided commltments.
ﬁ.hh

v

) .
Nevertheless, Gertrude™ fg an ever- present reproach to Jane,who, seized

by guilt and repentance, goes through perlods'when-she tries t0'be angel

as well as artist. . aﬁ

L . ‘
dBrodrlck makes a second concession when he discovers that in ad-

-

: \
‘dition to not, hav1ng posse5310n of his wife's genlus, he at times does -

~.

not have posse351on of her body. He does not understand her extreme

fatlgue at‘%he end of a day of wrltlng, nor does he understand that when

“she lmmerses herself in a novel thevcharacters hecome more real to her

than her husband and family (C 347). When she tries to ekplain\by using

- Tanqueray's neglect of his.wife‘as-another,example, Brodrick refuses

to acknowledge any parallel. The fact thit Jane is a woman is, in his
: ) . . . B v
mind, the determining factor. Jane's position is that. women, like men, ;

)

"are not all body, women, too, can. be exhausted in other ways, the - -allowances

L

made for male artlsts should be made for female artlsts as we11 As ab'

‘result of this discussion, Brodrlck allows Jane to conserve her strength

by staying in bed every mornlng for breakfast Hrs concession however,

. > S
x k3 g

does not prevent Sohn Brodrlck s w1fe from becomlng 111 and demanding

Lo
- -,

Jane s constant presence by her s1de. When Jane eventually returns to

her book the struggle is greater" because she has .to propitiate the genius
she has denled putlet She blames the physical relapse she suffers upon
completlon of the novel on the 1nterrupt10n to her work on it (C 361- 2)

Hugh Brodrlck :makes two addltional and much more important adJuatments.h
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1f a cholce must be/made: between no more children and no more books ’f

for Jane, he says, then there must be no more chlldren (C 400) " In

"t

’ addition, he allows hls w1fe to leave home for three months in order to
write in peace. The guilt Henry Brodrick makes Jane feel for the weakness
and nervous temperament of her second son, the fury with which she reacts

to the discovery that his charges are,unjust, the death of John Brodrick s

wife, the continual demands made upon her .by the bereaved husband her

physical collapse following the stillbirth of a third child, as: weII

. as the resurgcice pf her genius upon her recovery, all contribute tog&
| - : , '

her desir: to leave. .Because: she has not the heart to hurt any of the

2

‘people“making demands upon her, she must get away from them; but becahse

she is zn artis:, she is sen31tive to their thoughts and feellngs and is
all-too-aware oI their disapproval . Like Woolf, Sinclair su@@ests ‘that
‘the genius mincs most what is said of him.

Jane's stay away from home proves beneficial to her art but detri- -
mental t. ta- marriage.,'SheiperceiVes the degree to:which she needs

Tanquera-. The idea for her new book-is not dependent upon him, but he
gives her confidence in its v1ta11ty and rightness as well as in her
genius. She sees their relationship as "a f1ery 1nte11ectual thing"

(C 468), but Tanqueray now is conv1nced that they made serious mistakes
when,they married oLher people Jane, terrified for these other people,
flees back to the man who needs her, she 1s certain, the most. The |
vrumors surrounding her absence and return run the1r course, but what
sOrts of concessions to the powerful demands of Jane s geniua will be
made ip her subsequent married life remain in doubt ‘ Jane tries unsuc-

cessfully to convince Nina Lempriere that the hangicap of a husband and

}children ?ﬁ not . so severe after all She~1nsists_;

Tee v
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condltlons under which a work is produced but the work 1tse1f is. most
?‘n-. N

1mportant Nevertheless, the novel makes clear that w1thodt~ma30r con-

cessions that re-deflne the trad1t10na1 relatlonshlp between husband

- {
and wife, Jane cannot function as both womin and artist. She can do

. great thlngs, Nlna admlts, but what might she‘have-dqﬁe had her circum-

stances been better, had she not had to struggle continually for physical

“strength, solltude, and a cllmate of acceptance and.; encouragement’

- N

(C 378) Genlus will f1nd a way, but if vast quantltles of energy must

-

be - expended 1n/{he findlng, then the energy remalnlng may be 1nsuff1c1ent

for the attalnment of full art1st1c potentrﬁl Unt11 allowangss are
. [

made for the female artlst as a matter of course, she must choose\with
-extreme care, if she marrles at all from among the few men likely to
sympathlze§11th the demands of her creativ1ty. ' n

. L . s ~—

In Splte of ‘her preoccupatlon w1th the problem of’love,bmarriage,

3

and chlldren for the fema1e<§§§15t Slnclalr s treatment of such women
,ln some ways parallels Georg

Meredith's more closely than it parallels

either Woolf" s or Rlchardson s. . When,Slnclalr subtltleS'The Creators
"a comedy," she does not imply, as some early rev1ewers and critics

5
thlnk, ironic or sat1r1c treatment The continual use of the term

enius" w1th reference to the artidgs in the book seems in earnes
"g

except in the tase of. Arnott Nlcholson who thinks he is a genius when

7

~obviously he,1s not. If any laughter is dlrected at the other artists,

surely 1t is the "thoughtful laughter" arlslng from the "sound sensge"
B
that Meredlth assoc1ates with comedy - His s essay "On the Idea of Comedy
S \
and of the Uses of the Comic Spirit" (1897) comes to mind not- only

1
=

because Slnclalr defended hlS ‘work one year before The Creators was*pub-
A3 P

. lished, 6 but also because the equal attention given to the male and

\
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female artlsts in that novel recalls one of the most important‘eleqﬁnts
in hisdiscussimnof comedy. Comedy is nonexistent or'primitive;'MEredith
insists,_in societies where women have no freedom. ‘In societies where
’they have some liberty but are uneducated ,melodrama and sentimentality
flourish Comedy‘ex1sts only in SOCletleS "where women are on the road
to ah equal footing w1th men, in attainments and in liberty." Most
English women, Meredith thinks, are def1c1ent in the comic sp1r1t " They d,

[}

prefer the feminine, sympathetic her01ne of rémantic and sentimental

fiction to the "women of the world" doing "battle with men" whom they

. . 7
encounter in comedy. Like Meredith's female artlsts in Diana of the

“

_Crossways, Emllla in England and Vittoria Sinclair s female artists.
battle in the literary world not so much against men as side-by- s1de
with them."Intellectually and aesthetlcally thelr potential equality and
even their artistic productlon is not doubted Only their opportunity

AR 1 N : . S
to develop their’artistlc ability,fully in the face of traditional views
. N , L

of woman's role is in questlon. - B

A

Sinclair returns to the problem of marriage for the female artist

’in Arnold Waterlow (1924) Rosalind Verney 1s a profess1ona1 violinist

‘of"considerable sk111 and sens1t1v1ty,, As 1n the case of Jane Holland,

"::ld Waterlow a nonartist with

u
! ¥

v:taphyslcs.” The other is

two men complicate hcr life. One ig!

L “ ‘P

' an appretiatlongof art and an 1nteA

Max Schoonhoven; a talented concert pr: 't and composer Like Jane,

‘ ,,..

. PR :
Linda marries the non- artlst Juét 8% the Brodrlcks obJect to Hugh

"
IS

'Brodrick s marriage‘to ;af;, 50 ‘ks. watarlow certain thaagminda has no.

* U

to her son's marriage. The as$umpt10n, as .

x

idomestic;skills, object

usual, 1s that the female artist must be either woman or artist Linda
: ¢ £, .

"proves, howeVer, ‘the d&fficulty of generalizﬁng about women and women

R : _~ *ﬂt_

b - <
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artists. Janme is inefficient around .the house; but Linda-is not. More-

over, the money she contlnues to earn playing her v1011n prevents them
p -

from facing poverty. She even proves to be a good mother, durlng the

‘brief two years that thelr_paby 11ves.

.4
]

lee Jane,,L1nda marries to a certain extent 'in deflance of her
'vgenlus." She deflnes her situation, however, somewhat d;fferently.’ When

.;Arnold asks her to marry h1m, she explalns her feelings for another man,y

/‘.)

? Max Schoonhoven ; Happy and secure_ylth Arnold 1n a way that she is not

_wlth Max sh> predlcts, nevertheless, that if Max asks her to go away

¢

with h1m, she will do so. The e@%tatlc un1on they achleve when they

play together is more 1mportant to her than ordlnary happxness. Before;;
S, . ‘
she marrles Arnold, in fact, she does go away with Max on. a three-year“

Lo

concert tour. She plucks him out oﬁ'poverty and obscurlty and carrles"

[

h1m w1th her to cr1t1ca1 if not f1ﬁgncia1 success. When her father

cuts off her allowance, Max, concerneaﬁabout hls career marries a’

wealthy American woman. Linda 1nsists,~however, that an extremely gifted

'chlld ‘like Max who needs ' someone to take care of hlm, cannot be JudgT

4

llke other people. St111 Linda has begun to. assoclate w1th Max ‘her iv

v

- ab111ty ‘to. ‘play the violin. She,1n313ts that she could not play before
she knew him and that she will not “indeed, cannot play wlthout him.

‘Only'when he sends her hls latest comp031tion is she tempted to take up
her violin again. i
Sinclair'dramatizes‘the danger of attributing the female artists -

genlus to the mat;she loves 1n one of her short storles, "The Gift" (1908).=g

Freda Farrar, a poet decides that W11ton caldecott is entirely respon*\
sible for her ability. Consequently, her loss of ‘him. results in- the loss.'"'
B - Y : B
of thaf-ability. Her coniusion of the two, however)vis.misguidedt What'g"
. v . R ’ . . . . - .,. v . v

et
U o
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: Freda contributes to her experience of - Caldecott, not Caldecott himself ‘tg

1s responSLble for her gift ' Had she trusted 1n her inner resourpés,;

‘her 1magination her passion then the physical presence or. absence df

'

. Caldecott would not have been dec131ve.7 Like Rlchardson Sinclair con-"

% ’

51stent1y puts the 1ndLVLdua1 first well ahead of his c1rcumstances.v
She is disgusted therefore, w1th the commentators on the Brontes

who 1n31st upon attributing Charlotte s genius, not to. Charldtte her-,
. e L

i
|
|
A

v

self but to a man-.ﬂ

But her genius was the th1ng that 1rr1tated the enigmatic, 1nexp11-
- _cable thing." Talent in a‘woman you' can- understand ‘there's _even . ..
Cia fonnula for it--tout talent de - femme est un bonheur manqué. - So' .
when . a woman's ‘talent baffles you, your . course is ;plain} cherchez ' -
" 1'homme. Charlotte s critics agreed that if you' gould ut your’
finger on the man you would have the key to. the mystery,. lhls,
of course, was- arguing that her genius wasy - after ald Lnl av o
‘superior klnd of: talent-'but some of them had’ already begun to ‘ask.
“themselves, was it, ‘after all anything more" So they began to look
for the man, | They were. certain by this time that there was’. one oL
GBg2).. T T T

.
e . : .

",fThe man they found was, of course, M Heger, the professor in- the girls :

_'

. |

,school in Brussels where Charlotte taught Sinclair minlmizes his 1mpor—/

. tance and empha51zes Charlotte 's genlus. Female artists, like male,

2 "

hneed only a small suggestion from the external world to start the Aimag- -

ination working. : ; - *.;,,,W '3L f?”ffwf_ﬁ' EEA 3 5

If the attitude toward the female artist is cherchez l homme, if the

fcruc1a1 factor in her art 1s her experience and not her perception

1nterpretation~ or imaginatlon, then the hostility that greets the per;
formlng female artists 1n Sinclair s fiction lS explained » Sinclair : ,;.w
frequently dramatizes the tradxtional v1ew that respectable women do
.not display themselves before an audienceleither gratis or for money.
ZATo perform in publlc is 1ndecent self-exposure; since the emotional con-"

tent of a woman's performance inev1tab1y is a direct expre851on of her.
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P ]

~wu cmotions, not those she may percelve in the music or in the ‘dramatic
: L

role sha: plays.. Even the pub11c performance of a wogan athlete is ‘

criticized in The Comblned bmze (1913) One of the reasons Molly

A111ngham s mother in The Alllnghams (1927) does not want her daugliter

to become a concert, planlst 1s that she does not want her to perform
. -
in publlc. ‘Like . Mrs. Allingham, Mrs. Waterlow obJects not only to the
fact that Rosalind Verney plays "a man's 1nstrument " but also to the

public performances she gives.4 L;ke Conrad Percy in Jewsbury s The

Half*Slsters ‘almost elghty years earller Hrs. Waterlow thinks that

-

g glrl who flddled in publlc couldn't be quite nice; it was 11ke being
“an actress, making an exhibition of yourself before people, on a plat-
form for money. . . It mlght-have beej/r;form of-prostitutionfthe.nay
she went on about it“‘(AW 232). | - .

Arnold marries.Linda with full knowledge of the part Max has played

in her life. Yet both of them marry 1n 1gnorance + Neither 1s able to :
x5 S N
predlct the. comblned effect upon anda of frustrated motherhood and the

/
return of Max., After her baby d1es, she is able to practlce scales and

iy
f

exercises, but the beauty of great mu31c hurts her and makes her think

of the loss of her ch1ld~f When.}hx returns,Llnda is certain that ‘he can

_,_«

help her over this obstacle in’ her play1ng without the return of their ':gi
. RN
_ former pa331onate 1nvolvement »eSbe is both right and wrong.: Together . é
' they glve a trLumphant concert but their relatlonsh}p apparently can- -

“not remain on a-musical plane. The Rosalind who loves Arnold is not so

»

strong as the Rosallnd who loves Max, and again she leaves to Join him

Max both enables her to play the way she wants and to fulfill her desire

- to mother someone.

Linda's choice in combination with Jae Holland's at the end of The

PR
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Creators suggests that the traditionally-definéd womanhood inculcated
in at least some female artists is fulfilled less by a passionate
phy31ca1 relatlonship with a man or by the birth of ch11dren than by

taking care of someone im need. 'In\Jane's case,the man who needs her
is not Tanqueray but her,husband. He% return to him need not sever the
)

intellectual relatlonshlp she has wlth Tanqueray. In Linda's case, the
7

man who is the artlst and who gzﬁ's depth to her art alsoﬂls the one
l
who needs her. The comblnat1on\1s unbeatable., Linda's marriage to
: \

Arnold, however, is not destroyed In Arnold .Sinclair comes closest to

depicting in the female artist' 's 11fe the equlvalent of the sacr1f1c1ng
I
woman in the life of the male art1st In a maudlin endlng to the novel,

[

'ulLinda returns again, cast off by Phx hecause neurltls in her rlght arm

¥

curta1ls her profe331onal career. .Arnold holds to the promise he made

L2 .
[0 -

ear11er to take her back although he is 1nvolved wlth another woman,

- The death of this other woman however, causes Arnold to need Llnda as
he had not needed her before She still can fu1f111 herself as a woman.
 therefore, although c1rcumstances prevent her from cont1nu1ng her art1st1c

.career The rest of her married life, unlike Jane Holland s,presumably |

w111 not be a continuatlon of the struggle to . combxne marrlage w1th her -
B ‘f

,

art.
In«a transitional period -when trad1t10na1 att1tudes toward women -
| and the female artist are challenged and re-evaluated, relatlonshlps to
other people take a varxety of forms about whlch generallzatlon is dlf-.
' ficult Each female artlst,‘on the ba31s of her ab111ty, comm1tment
personallty, health, and opr\tunitles,.makes her own klnd of adjustment
“and pays in her own way for her deslre to fu1f111 herdelf as both woman

Y

' and_artlst What eventually must be recognized Sinclair's treatment
i : . £

>



, - 181
‘ _ /- ' L . ‘
of the female artist suggests, is/that she is androgynous like the male

/ .

att1st and that her’ genius is as demandlng as his. The allowances made
for hlm must be made for her as well She.must have time:and‘solitude;
she must not be required to defend/herSelf'continually against charges‘

of neuroticism or neglect, ét/the same. tlme, she must not. be required

to cut herself off from close relatlonshlps with other people. But

t

she must choose these other people carefully A male artlst might under-

[ ,,'C\

stand better than a convent10na1 man the demands of a woman s genlus.

George Tanqueray perhaps would have made the necessary allowggces for

Jane Holland had they married. On the other hand, a male artist might

v

exploxt 1n the cause of hlS art and career the female artist's tendency
7

to give, as Max Schoonhoven exp101ts L1nda Verney s. If‘the female
Art1st Slnclalr s novels suggest, cannot find a man who is as concerned
about her career as.she is about his, then perhaps she w111 reach her full
potent1a1 as an artist only if she remains s1ng1e.

When Sinclair' s Rhoda V1v1an says "'We re all in ¢he muddle of the
m1dd1e " she accurately def1nes women ' s situation not only as Sinclair
but also as Woolf and Rlchardson see it. Early twentleth century.women‘
1nterested in the problems of the female artist know what they do not
want Acknowledglng that women are de31gnated by natuna ‘to bear children,
they resent both the 1gnorance in whlch they are kept about that function
and the social restrlctlons that bar them from all other activity. They

do not agree about the effects of these 1estr1ct10ns, whether, as Woolf

_says, they severely damage a woman's self-confidence in. any abilitiesv

she mlght have Out31de the domestic sphere or whether, ss Richardson and

‘Sinclair - suggest they merely restrlct her product1vity in these

L.

.spheres and leave her potent1a1 untouched Women like these,threg;also‘
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know what they want. They want women to be treated as individuals with
different interests and commitments, and they want the value women.placé
upon the indiyidual consciousness acknowledged.by the larger society.

| VUntil these demands are met, women who take their values into the
@i beyond the home run ﬁumerous risks. The antagon1sm of convent10na1
people may result in 1one1y 11ves or, what may be worse, marriages to
unsympathetlc ment" Attempts to_fulfill the requirements of two roles,

each defined by soc1ety as full tlme, may result in failure and in mental

or physlcal breakdowns. The very values women want to express may ﬁ%

lost. Women 11ke herself, Woolf says, . i

“are between the devil and"t. deep sea. Behind us lies the patriar-
N chal system; the pr1vateih9’" ‘with its nullity, its immorality,
§\F< its hypocrisy, its serv11ft 3 ‘Before us lies the public world,

-the profe531ona1 system. with itg possessiveness, its Jea10usy,

*{ its pugnacity, its greed..#The ofie shuts us up like slaves in a
<%arem the other forces us to” c1rcle, like caterpillars head to
tahlx round and ‘round the mulberry tree, the sacred tree, of
property It is asthoice of evils.: Each is bad. HadKWe not
better pfunge“ofﬁ h@ bridge into the rlver give up the game;
decéare that th@ &iﬁie 0% human llfe is a mustake and so end
it7

' Woolf s question recalls the statement by Rlchardscn s bhrlam that all

women ought to commlt sulcide rather than acqulesce to 11fe as presently

4

const1tuted Yet none of these three women counsels despair. As female

.artists they, and the female artist- characters they create, confront a
= .
hostile soc1a1 env1ronment Nevertheless,‘they confru&t it with a value

- A7

\
system and with the courage ta seek not only ways of 1iying but also

5

K
art forms'appropriate to its eXpression. : g

S
Kol
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IIT. MASCULINE OR FEMININE REALISM' .
. THE DEVELOPMENT OF A FEMINIVE.AESTHETICS AND METAPHYSICS .

A. Presentation, Not Representation-
May Slnclalr ‘and - the Avant Garde
"The Image is “the poet s plgment. The palnter should use his
colour because he sees it or feels it....He should depend...
on the creative, not upon the mimetic or representational
part in his work. It is the same in writing poems, the
author must use his 1mage because he sees it or feels it,
not because ‘he thinks he can use" it to back up some creed
or some system of ethics or economics\"
Ezra Pound Gaudier- Brzeska A Wemoir (1916)

‘f‘,!.

Just as a consideration of the female artist characters of -
Slnclalr, R1chardson, and~Woolf is 1nseparab1e from~their attitudes

toward the suffrage movement so it is 1nseparable from their awareness

-

of experimental tendenc1es in the arts. Again their emphases differ,.c
but the1r works together represent and include dlscussions of many -

S .
aesthetic theorles characterlzlng the flrst decades of the twentieth

century. All three think that’ art, like the situation of women "bene-
fits: from a. fresh perspective, free of masculine preconceptions. In
",the larger soc1ety that perspective results: in the training of women

for tradltlonally masculine jobs "and professions in the practice of

whlch they earn money suffic1ent to give them f1nanc1a1 independence

and thus the courage to express honestly. their own opinions ~In the
v arts that perspective results in the training, time, solitude, and,

above all, encouragement that foster c0nfidence sufficient to experi—r
AR

ment with forms more appropriate than the traditional ones to the

C ‘ .4
expt8581on of women S Values. S 3
: o

Richardson and Woolf present their femaleoartist—characters

B % ‘F.N E
Pl e e S

struggllng to break free of tradition and to express their perceptions,

in their own ways. The struggle of these characters however, usually

“

S © 183
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;isla-lonely“one.v Sinclair's criticism and fiction recreate the volatile
faesthetic period within which they actually function however indepen— o

dently.' Numerous artists in various media struggle to strip away the
traditional ideals, the‘7r1d intellectual abstractions governing both
content andiform and‘try tobcommunicate directly‘their'perceptions of
reality. 1Invariably, only a few, among whom Sinclair obviously sees -K{

‘herself, understand these attempts. She, more frequently and  in more

' detail than either Richardson or Woolf defends those of her contem-

1

| 4
poraries who redefine reality and experiment with methods that express

it. More frequently, too, S;nclair s artist- characters participate in
discussions ‘of their theories With other artists and critics or respond
to the attacks and defenses of battalions of rev1ewers and editors

o

v,,employed by proliferating little magazines.l Implicit An much of this

Py

< taIk are theories about art and. the artist as well as metaphySical

.

Justifications for such.theories. ;
v x:

Sinclair s review in 1917 of T. S Eliot S Prufrock And Other o ,/T

. \
"vaservations illustrates her awareness and approval of the maJor ten—

vdencies in the art of her day. Eliot she says, often is ]abeled a

"'Srark Realist'" because he does not presgﬂt'the‘familiar kind_of
. . ol ) ' o .
'beauty that readers have come to expect. Much of what he presents, she

i

admits, is ugly and unpleasant. She defendS‘his right to present such '_é%

material, however, precisely because he allows neither soothing
: 4 X,

% x

euphemisms ‘nor elaborate language to obscure the reality he. sees.f

Pruf ock lz Aér majgr example, and. her praise of his method anticipates ’
O»‘ . : ! T . - ' "

-m,-

her - -mmen-.: on: Richardson a,

says, by giving us direc

"instead of writing rO(J

‘.his tragedy is‘the tf

oy
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‘" .cactuality to memory &nd back again, llke an animal, hunted,

o tormenﬁed-iterribly and poignantly a11v Fa Eliot’s pdetry,-Sinclair
_ it s .

‘iconcludes, is meaningful to lovers of poetr

N

Vdefina its. primary

N A -
concern' as reality and admit idea only to the extent ‘that they are

"realities“and not abstractiéns. % » ‘

o -
What Sinclair medns by her-con inual references to reality is

‘\- ﬁ ,
clear in the context of her 51milar observatlons about the Imagist
. _ L
Ly s -

Y‘/ .
. pbets withﬁwhom Eliot to a, limited extent 1s associated The words“

Sinclair and her artist characters use to describe *such poetry are,

o a_l ) \ *-7‘4&, . v .
‘in addition to"real " "stripped .- "nﬁked " "clean," "clear,"/"pure, c
‘ and "hard " Realiéy is not the external temporal worlir It is a

, -

s fresh perception of that world In an essay on F. . S."Flint in 1921

Sinclair associates the Imagists with WOrdsworth and says that the

: L w

aim of both "is to restore the innocence of memory ag Gauguin resto;Fd
"'!:v_ \. N LN B v

the innocence ofkthe eye.'" To this: end the Imaglst abandons tradi-

e

" tidnal rhetorical 1anguage and~intellectua1 absgfactions and responds

N

directly to” what he experiences } Sinclair defines poetry, iﬁ fact,

*L

as gthe rhythmic expre531on of an intense pers/hal emotion produced

l
\l}* ‘

. by direcy contact with reality and associates these qualities with

pXose s-well." She finds it easier, however, to define Imagist

poetry by describi what it" is not,'an approach she uses again when
3 %
she tries to descri e Richardson S - method Imagism, Sinclair 1nsists,

is not Symbolism. It has nothing to do uith image-making.
It abhors ‘Imagery. * Imagery is one of the old wornésus

decorations the Imagists have scrapped.,ﬁ - NN B
The Image is not a substitute; it“doe¥ nqt stand fo -
. anything but 1itself. ‘Presentation not. Representatio is the

watchword of the school. The Image, I take it, is.
But it is not pure. form. It As form and substance.'’
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It may be either the form of a thing ..0Ts the Image may
be the form of a passion, an emotion or a mood....The point
is that the passion, the emotion or the‘mood is never given

s as an abstraction. And in no case is,the Image a'symbol

- them to the Imagists whom she compares to the Catholics. The Cathc

<:> of rtality (the object); it is reality (the quect) itself..

. You cannot distinguish between the thing and,/its image....

What .the Imagists are "out for" is direct naked contact

with reality....There must be nothing between you and your
-object.d . ' S .

Sinclair compares the Victorian poets toAProteStants who beIieve that

the bread. and wine symbolize the body and blood of Christ and contrasts

believe that the bread and wine actually are the body and the. blood

o

not substitutes for it. - -f

. This 1dentity of form-:and substance often results in charges
of obscurity from uncomprehending critics. and reviewers. Sinclair
trigs various methods ef combattin° such charges, not by denying‘then
altogether but by explaining and justifying,.by-distinguishing between

. . 8 \-'\y!

different types of'0bscurity. In her essay on H. D., for example;‘i

‘ : / - ,
she distinguishes between the obscureithought that is the product of

lintellectual superficiality and the obscure feeling that is so because

\.

emotion at a certain depth is obscure. 6 In the case 6f Eliot she

distinguishes among ‘various kinds of obskbrity that "may come from

-

defective syntax, from a bad style, from’ confusion of ideas, from

/,

,1nvolved thin ing, f;om irrelevant association, from sheer piling on

e’ ..-

'Voftornament. Eliot s obscurity, however, is the result of none of

thes%b‘ Nor isrit'H. D.'s obscurity of feeling. Eliot's obscurity

results either from references to ungfmiliar objects or frOm very rapid

~and erratic movements among familiar objects. In the latter case, his

poetry presents, not the mind perceived according to the rules of logic

or literary tradition, but the lively way ‘in which his particular mind

~

Eg

e

o
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actually works. S » ) '
"References to "the intentions of various‘kinds of free verse poets,

\
ref/ecting her acquaintance with the work of Eliot and the . Imaglots,

as well as references to the critical cantroversy raging around them

2

]

recur in Sinclair s fiction. ' In her novels and short, stories, even

more than in her essays, the intellectual and aesthetic ferment of

“the early decades_of the century is apparent.. The involvement of

’

. the visual as well as the verbal arts, the influence of aesthetic S
‘ . : o : 7 :

developments on the continent, and the threat to art of the First

o : S ' :

World War all form partvof the;picture. Most representative in this

g
respect is The Tree of Heaven (1917)

Michael Harrison, the young poet in this novel is a member of-

a group of writers and artists w..,se theories might be associated = T~

with those of the Vorticists.a‘ "The Vortex," in fact, is the title \>
of.the‘second section, which deals both with Michael's inVolvement'in ,

revolutionary art and with his sister's involvement in revolutionary.
R . ® ‘ ‘ . o
. o s
women's politics, The vortéx image which dominates the novel is.
v

associated with young people afd the young century, with various
whirling, violently energetlc masses of people in revolt who draw.

others»into the confused centers#of their respective whirlwinds. Some
v , . ; . ‘ .

~

. young people have nogstrength to resist being sucked into the swirling

motion. Some, thoroughly convinced at they are in control:of their

lives and actions, do not realize that they whirl within a patgﬁcular : fﬂi ,
revolt. (Other young people recognize the vortex and while attracted

resist., Insisting upon their individuality, they refuse to get caught o ;

up In the emotions of the herd Michael Harrison, for example ‘resists |
-submerging his individuality in various groups, 1nc1uding the one R

made up of avant—garJe artists, just as his sister refuses to give
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herself up té the feminist vortex. Among the members of the older

/generation;'sbmegrecognize and shbmerge themselves in thelvarious"
nhirlw1nds set up by revolting,‘energetic youth in erer to/rejuvenate
themselves. Others recognize and-abhor the vortices that threaten '_' R
both_the traditions,with which they have lived and the values of their
children. | | ~

Sinclair reproduces, ‘in part, one of the many discussions about

the arts occurring among the members of Michael Harrison's group. The

discussion'is a pastiche of theories advanced-by the Dadaists, Cubists,

and Futurists, all of whom were known, although not necessarily admired

Y,by the English Vorticists Members of the group disagree oﬁ‘numerous

"'_j

p01nts, such as whether or not pass,works of art’ literally ought to be

‘ destroyed but they seem united in their abhorrence of 'hti'ts who "”

1mitate other artists, past or . contemporary, in- their'desire to '

- N hY
N 3

‘produce works of art that cannot be imitated, and in their desire to'
present directly not the temporal world but the reality they perceive s

through 1ts' What most of them perceive is'energy,-movement,,rhythmlh

Various attempts by the viSUai artists in.tﬁe group’to define their
. &
1ntentions bring one of them to’ the\level of metaphysics.‘

'"We‘xe out against the damnable affectations of naturalism
and humanism. - If I draw a perfect likeness of a fat, pink
woman I' ve got a fat, pink woman and nothing else but a
fat pink woman. /:d a fat, pink woman is a work of Nature,
not a work of art. . And I'm lying. I'm presenting as a
reality what is only an appearance. The better the like-
ness the bigger the lie. But movement and rhythm are
realities, not appearances. . When I present, rh$thm and

movement I've done: something. I ve made reality appear.”
(TH 244-5).9- . .

: ?’This artist goes on to apply his theories to thefverbal as well as
to-the‘visuai arts. He suggests that if the writer breaks up tradi-

tional-syntactical’patterns just as the painter or:sculptor decomposes
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',figures gr groups'of figures, then he;not only will create new, freer
prose forms, but he also will free himself of the sterile abstract
ideas which thoSe syntactical patterns perpetuate. While 'he no
longer talks in terms of his fat pink voman, his-remarks can be applied
‘to the characterization of women in literature. All tinree of the women
writers who are the focus of this study consider most of those charac-

ferizationslies.‘ Their aim and the aim of the grOup of artists in

The Tree- of Heaven is the one Sinclair attributes to the Imagist poets,

"!innocence of memory'" and "'innocence of the ‘eye'" (TH"245).
Michael Harrison also comes.into contact with avant—garde poetrv
. in France. Contact with France is not respon31ble for his experiments
in what he calls "'live verse,'" but it does convince him of theirvf

" value. Jules Reveillaud, an older French poet Michael meets in Paris,

finds something good in all of his poems but approves of the entire _poem .

whenever he comes upon one of the experiments Réveillaud tells{Michael,

"Nous avons trempe la poesie dans 1la peinture et la musique.j:ll faut
la delivrer par la sculpture Chaque ligne, chaque vers, chaque poEme

-

:taille en block, sans couleur, sans decor, sansérime.f},.'ha~sﬁintel.
“pauvresse du style dépouillé.’...'I1 faut de‘laédureté; toujours.de-'
la‘dureté'" (TH\IQS). He thinks it amazing that Michael has never

“read any of his poems and adds, "'C'est que la realité est plus forte

'queunous (TH 185) .Michael thinks it ironiC'that without knowing
it, he has been successful in his 1onely struggle to get at reality,

" he’ is horrified to think that he might never have recognized his
success had- he not found in Paris a group of poets who, dissatisfied

like himself.with conventional poetry, tried similar and even more

Jdaring experiments.

NS

£ )
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" and ‘some of thevother young ‘artists he knows‘agree that

190
Michael Harrison's struggle to get into his poetry "the clear

hard Reality" he perceives occurs in a war—torn world seemingly . ..
T, N - d . . &

'determined to 'destroy beauty. The War is the most powerful vortex

that sweeps the early twentieth-century European continent. Ultimatelyf'
it results in the deaths of Jules R&veillaud as well as Michael Harrison.

>

. ) : K
For a long time, however, Michael‘rejects the furious English patri-
otism that strikes him as anothermanlfestatlon of the tyrannlcal
collective emotion he abhors. He con51ders the art1st who enllsts

more cowardly than the one who contlnues to pursue h1s art. Michael

-

A

'any fool could flght"but if you were an artist, your-honour

bound you to ignore ‘the material context, . to refuse, even
- to your country, the surrender of the highest that you knew._

Thef’belleved with the utmost fervour and sincerity that. .’
they defied Germany more effectually, because more spiri— _
tually, by going on and ‘producing flne things with imper- =

. turbability than if. they went out against the German
‘Armies, with bayonets and machlne—guns. Moreover they were
restorlng Beauty as fast as Germany destroyed it (TH 330).

In the tradition of William Blake, Michael greets thefsg’!d s warriors

not w1th weapons but w1th works of art. Deflantly he publishes his

poems. ‘His fLmlly, hoWever 1gnores them and urges h1m to enlist

1nstead. 1ng so after hlS brother s death at the front, he sees

]

his action both as a repudiatlon of everythlng beautiful and worthwhile

v

and as an unrewardlng 1mmersxon of hlS 1nd1viduality in everything
revol/iig and obscene. At the’ front, howeyer, he does find the odd
moment in which to write poems“. They are attempts to communicate
his dlscovery that reallty can be tapped not only by the perception
of beauty but also by the confrontatlon of extreme danger and death.r

Consequently, he rejects the view that writers should reveal the

horrors of war. - He does not think that such writing deters-further

\‘.



L -of*ecstasy, he in31sts, are the '

sp1r1tua1 compensation for the

phys1cal torture, and ‘there would be a sort of infamy in trylng toﬁ

take it from us"‘(TH 397)

The Tree of Heaven 1s Slnclalr S most complete flctloqal explo-

‘ration of1the volatlle 1ntellectual aesthetlc, and pbiiC1ca1 milieu.
5
of the early twentieth century, nevertheless, other artlst flgutes

.Ain her flction are very much a part of the" thrust anduparry of a P $¢$;
) 'w*wy

s period of rapid change in which’ artlstlc 1nndvations are attacked « ‘ ' :?f ffﬁ
and defended w1th equal conviéllon., In "The Return (}921), for - -

Lexample, a fre} verse poet whose aims are. very like those of the
Imagists, is defended as well as a ;ackediby reviewers, but “is dis-

mlssed totally by his family as incompetent and'obsc_ure.12 _Stephen

Alllngham in The Allinghams (1927) is another experlmentor whose

poetry is treated in a simllar manner. When.hi% "Eplthalamion

f)‘.‘

appears in 1909, hostile reviews appear in a half dozen leading
.lv. : .
periodicals. One rev1ewer disparages him as 1nept, 1rr1tat1ng, and

' associated qlosel;TZ'

< p::/""-i‘qﬁ)
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\
abstract ideas about reality associated with traditional idealism,
. ' w
and the immediate, fresh apprehension of uItimate reallty through
”’the temporal world ultimately defined by Sinclair as the "new

‘idealism ' o ' .

.For the same reasons that she defends

t and the Imagists
and manifests considerable interest in the Vorticlsts theories,j
Sinclair defends Richardson s work. Lik Sinclair, Woolf wrote about

Richardson and about the novel in genera‘. Both women share many of

4Richardson s views. , WOolf s female artis —characters, moreover, undergo
a trial and error process similar to Miriam s during.which they try to
communlcate their perceptions in appropriate forms. Any ‘look ‘at the
aesthetic theories and female artist- characters of Sinclair, Richardspn,/
and WOolf within the experimental milieu that Sinclair recreates in
‘3her essays and fiction, therefore, begins naturally with Richardson.

\‘:Her ‘major concern, §§ reflected in that of her character, Miriam

‘{“Henderson, s the discovery of an appropriate form for the expression .

‘h:iof women s values. Her works, combined with those of‘Sinclair and

‘”J*Woolf, constitute a reasonably clear statement of a feminine aesthetics
'5-kand of the _metaphysics behind it. - o o

2



T Tts Qun Right at First Hand": A

¥ Doro: y ' dsr | Miriac Henderson, and the Novel o N—
"Huyman Wy be p " ed according to two methods. There
is & «“g¢ method. ' -ordirz to that each character is
cul, 're alled at “ir | and ticketed; we know with

immut.. i ceftainty  .at at toe right crises each one will
reappear .. 4 act hi: part  ani, when the curtain falls,

a-l wils s.m.d bef . ¢ bowing. There fs a sense of

satisfact = |, ‘e nd o7 completeness. But there is

ano-her me: 0 -~ e ac "l of the life we all lead. Here
' nothing cau be p.opheci. There is a strange coming and

going -of feet. Men appc v, act and re-act upon each other,
and pass u.y. When t ¢ crisis comes the man who would fit
+ 1t does not return. When the curtain falls no one is
ready. When the footlights are brightest they are blown -
out; and what the name of the play is no one knows. If
there sits a spectator who knows, he sits so high that the
‘players ip the gaslight cannot hear his breathing. . Life may
be painte§\according to .either methody; but the methods are
different! " The canons of criticism that bear upon "the one v
“cut cruelly upon the other." o
~Olive Schreiner, Preface to The Story of an African
Farm (1883) I

/

- Dorothy Richardson's brief indications of intent, the method she

uses ‘in Pilgrimage, and Miriam Henderson's comments throughout that

. work form the basis for a contrast between masculine and feminine
reéalism in the novel. 1In éssence, masculine realism reflects a partial,
analytical, and often negative,-critical, cynica%, or pessimistic

world view. Assuming that life is primarily in the state of becoming,

it emphasizes change, process. In this.COntext‘external facts, s!hueﬁces_
of events, continual making and doing are most va_. 4. No relationship

of importance exists between man .and anything cal’ 2d "God." The indi-

, _ . .
‘'vidual is relatively unimportant; he 1s valuable only in relation to
) . . . . ) . . . v .' ‘. . . *
other people, as a part of one or more groups... His relation to other
péople,-mofeover, is pfimarily physicai Qr verbal. The’aﬁtist is-a y”

person whq, with'superior skill, communicates to other péople his

193
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extensive knowledge of this world‘ofﬁfazls and groups. His atti-
- . . 1 . .
tude toyard his readers and éften toward his characters is condes- ,&

cending :and coercive. Self—consciouslymproud of his talent and avidly

eeeking admiration, he produces oleyer phrases andlaee}hetic‘scrUCr'
‘tures'that call atteﬂ?ion'to themselves aodfto'his ability.
Femihioelreélism,‘on the other hand, fefleets an all—encompasalng,
.syntoetic,;fundamentally afflrmative or op;i;iscic world-view. ri
intuits that life is primarily coangeleSs and stable;~lo the state of
‘beihg. In this context a person's inner Segse ofiliving.fully, joy-
follyvin the a}&—inclosive present moment is most Qaluable.\ Life

. so experienced has a dimension that might be called spiritual. Such '

insight,’which is the primary realiﬁy, is achieved, not in conversation
*

or 1n physical contact with other people, but in silent and usually
solltary contemplation eqhaoeed, at times, by one! s surroundings or

' by a similar aﬁareness in someone else.1 Each individual‘s awareneeé
or lack of awareﬁeés of.tois dimension ls éar more signifgcant than
‘any group to which he belongs® »lhis aﬁareness is of primary\imféztan%e
to,the femlnlne realist. Finding a way to foster it in and to share

it with others by means of her art is her ‘task. Such communication'

is not achleved by didacticism in the-masculine sense of superior

~

1mpart1ng_knowledge to.lnferior. It is achieved by equals collaborating

in the discovery of aa

ity to whichreveryone has access if not always

the sgme amount %of J Like George Sand, Richardson does not
acceptfthevnotion :'a
' / iy a» &

lfeg;nine réglist does not call attention to her skill and by so doing

emale artist. inevitably is-vain. The

-~ 'provide a barrierlbetween the reader and the reality she perceives.

Insteadwshe makes her aﬁareness fully accessible.
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Richar@son'insists that‘évery work of art is “theawriter's self
portrait,"” and that "every novel, taken as a whole, shares with evéry

. o . '
other species of portrayal the necessity of being a signed self-portrait

.(1

4 - . - - : _ .
¥--and might well be subtitled Portrait of the Artist at the Age of ~—.”2

" Similarly, one of Miriam's most important discoveries in Pilgrimage
" 1s the real author in his work:" ~
Then you read books to find the author!...I have just discovered:
that I don't read books for the story, but as a psychological
study of the.author....It was rather awful and strange....It
| meant...things coming to you out of books, people, nat the
. -peopie'iq the books] but knowing, absolutely, everything about
the author...and the world was full .of books....They were
people. More real than actual people. Theéy came nearer.
In 1ife_everything was so scrappy and mixed up. In a book
the author was there in every word (I Hc 384).3

-&iriam reads books to learn not superficial facts about the author's
f v . ' . - “ .
extegpnal appearance and, behavior but the extent to which he is aware

4 T .

 of the stable inner life. Her gertainty about this reaiity is A
. ~ " A ;
K SN o “ - . _—a
increased/by her condlusion that even the authors who seem most :
; . : v s «

unaware would not be so determined to express themselves in words if

they took seriously their ¢ : faéilé'ptdclaﬁationé about 1i€e. Metel&i
'tfattenﬁing to what the'éﬁ;hg:fzays in ; 5ook, She decides, is ﬂangé?ous.
. Writers may.defiqg situations as sad or gtad, or they may m;Re un?a rantéd
hdral judgments,’but suéﬁ statements do not mattgr.; Nobmatter what

4 _ » . S8 , . J
is said, each .work of art is "a dance..., a song, a prayer, an idmportant -

’

v ‘ . . Eva
’ - - H .
serthon, a mgsggge" from the real person who produced it (I Hc 385). )
The message is that the individual's awareness of the very fact of 2
life 1is most valuable. Masculiﬁe realismlﬁay obstruct or dény'it with
P . : oy ! en
7

the grih’pictures it.so'skillfully paints. NevertheleSs,-eQen masculine:
s ! ) ¥ . 'o - - » g ‘
realism supports the intuition that e itself is astonishing and® Lo
- ~ .. . . . . . A

m

' worthwhile: without some such fund \ghtél'conviction,.Miriam,suggegfs;




increasingiy,convinced iq-the novel is the reality of which Rithardson

96

‘ ! . : : ‘ | : (
the attempt to express anything at all would not be worth the trouble. .

‘Richardson, through the statements 1n Aler essays and through the

v e o
dlscoverles of ‘her character in Pllgrlmage, llnks that character, w1th

herself. 4 The real author in Pilgrimage is not repk sented so much

by what Miriam does or by what she . says to other people."Therreal‘_

author is represented “in. the way Miriam is presented._ Rlchardson_giyes'“

us access tg&the inner life that Mirdam tries 1ncre351ng1y ‘to express
and to £ thers;‘the conc1u51ons she formulates about,bts impor—‘,~
' .o~ \I AN ’
tance reflect Richardson's. . The reality of which Miriam becomes f?ﬂ&ﬂ
) 4 : . .

.
e

)

) . '\

"became conv1nced before she began wrltrng its first sectlon. Pilgrimage

81mu1tanebu ly presents a dgyeloplng awareness of immutability and N
ra ~o e ’ % ‘ﬁ "~ ’
represents the aesthetlc fru1t of tiat awareness. atever vac llations

»

.erlam uﬁdergoes at any p01nt 1n the novel, Rlchardshn con31stent1y

reveals her conJ!ctlon of what constltutes reality in every element *

7

- . L. - -

of her art. Bes

¢°

Tee he man who tries to express his age, instead of
expressing himself, is doomed to destruction." . ~

Ezra Pound, Gaudier-Brzeska: A Memoir (1916)

AL} "Becominchersus Being"

The female artist, as Richardson sees her, operates abhig artistic
: . . . . £ . -
traditions. instituted and perpetdated largely by men. ~In 1925, in an
essay entitled UWomen in the Artss"‘she points out that “the woman,
and particularly.the woman painter,'gqing ;nto/thé world of art is
immediately Surféunded by masculine traditions;A Traditions based on

ssump’tions that are largely unconscious and uhose power of suggestion

1s unllmited S WhenVRlchardson herself began to write, she foumd

o

23, f‘
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noAtradition within‘which‘she felt'comfortaﬂlet Shetthougbt that the )
'

novels wrlften by men andwby women 1mitat1ng men pt sented an mcomp]kte "
. : f . .
.‘and mislead1ng view of 11fe They.dramatlzed liie -m: 9 A N
‘ . : - : “~ v . 4
¢ :
Horlzontallyt Assembllng the1r ‘characters,. the novelists
developed situations; devised events,»cllmax aqd.conclusion
I icould: not accept their flnalltlEa. AIWays, for charm or
‘repulsion,’ for' good or 111 .ohe was aware’ of the'author )
) and applauding, or deplorlng has manlpulatlons....what one - N o= .
_ was assured were the essentlals seemed to me secondary to .
' somethlng I could not .then’ d1v1ne, and the curtaln—dropping '

finallties entlrely’false to experience.6 ¥ y' e

~-~

ﬂf

"In herd Foreword to the 1938 edition of Pllgrlmage,Rlchardson deflnes

her own work as «an attempt to produce a femlnlne equ1va&€ht of the

current mascullne réallsm" (I 9) She implles that what men define K

aA\real and the me;hods they use to reflect the1r deflnltlon in the /
. g , :' .y 4 . .

. nove are di ferent from whatﬁromen deflne as real and the metﬁpds P

b . — e 3 ,J

' they ought to’ use to refleot their deflnltlon. Vovels do not express_ =2
., . A R ¢
\adequate%y\the inger 11fe that as a woman Rlchardson flnds more real

than the outer.8 Central to that inner 11fe and to what Rlchardson /

) N
LT 9%
tries to express is a sense of "'11fe in its éwn rlght at flrst hand.'"
-

‘ ¥
Richardson admits that she is not alone in her production of !

h\feminine realism. In 1930 she notes that GeOrge Moore, Henry James]

hi # i
and. others "hamh_refused to 1nterpose betweed the reader and the text

=

\
either by acting as conductor of the tour —- by gnvlng extrane0us

o

informatlon w1th regard to chatacters«k— ors by representlng current o s
) .
E B B tw
’ systems of ideas - by comm%hting, both d1rect1y and by means of the
. .
use of qualitative adjectives, 1ndirect1y.)//Her method is her own,

wo g

“she says, to the ‘extent that it,o”eprred to her suddenly and indepeh— ~//t“;

-

dently.lo -In"1938; in her Ybreword to- Pllgr1mage, she’ alluc 3 to two
"addItional figure5'4ho\must be Virginia Woolf and James Joyce.l1

Amazed ;to find her "lonely track.“&ipopulous’highway," Richardson ‘*_.’
e , . - ) , ‘ R o
T . . ; |

Ty



o

hentions two fellow-travelers, 'one a woman mounted upon a magni-

devoutly closed, weaving as he went ajrich garment,of new;words

wherewith to clothe the antique dark material of his engrossment”
R - y i -

(I 10). She also mentions Proust. Ana, while she again acknowledges

Henry James as a possible "pathfinder," she finds-an additional

«

predecessor .in Goethe who, in Wilhelm Meister,bdistigguishes between

”

the novel, which develops slowly according to the reflections upon

‘198

events of a relatively passive central character, ‘and drama, in whichh

/
ki

the central character is active and influences events (I 11).

Of the writers whom Richardsoh associgtes with feminine’realism,

’whether as predecessors or practltloners, only one, Vlrginia WOolf

‘_/—-—-"\

is a-woman, Feminine_reallsm, as Richardson ultimately sees it, 43

4

not dependeént necessarily upon biological sex. "Masculine" and "feminine"

refer to different although ot equally validadefinitions of reality
. .

dnd correspondlngly dlfferen ways to communlcate those definitions

. A

%>aq thernovel. 'Men, however, are more likely to espouse masculine values-

~and wdmen,ﬂfeminine'values, ds Miriam discovers intPilgrimage.“ Indeed,

she at times hyperbolically lauds\womanﬁsnﬁisdpm aﬁd~condemns man.to
4 4 ) L . M - .

irreparable blindness. Miriam's extreme'prbclamations, hoﬁever,”'
_ » ; . o :

. ultimately must be seen in the context of the whole work ih“which:she'

’in everyone (e. g, III Dl 217-18 IIT RL 392 I11 Trap 429), and in
which she meets\men who have this awareness but refuse to acknowledge

it, 1like Michael Shatov_(III RL 305-6) and Hypo.Wilson (IV DLH 226)-

esvwell as men who heve‘ir and are’reedy t0'relate-:o people on those
terms, like Lintoff (IIT RL 298).

P

}ﬁnsists repeatedly that an é&areness-bf'the inner life is4potential

’
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Riéhardéon insists, however,qthat”the inner 1life is the primary

reality,'encompassing any significance attributed to the external
. o \ ‘
world.  Her conviction on 'this point:isbat the ‘root of the differences

existing between her art and treatment of the female artist and that

. of Virginia Woolf. Discursive statements aboutﬁRichardson‘s feminine

‘realism and about the world view of which itfisbe‘product necessitate

‘a sensitive and continual balancing of individual statement and larger

¢
context. The critic who is immersed in her work 'must ‘try both to'“r .

Pl
2

. clarify confusions and contradictory Statements)by treating the %ext .
, : : : T .

quali._.. rsely rather than quantitatively and to enfold such‘eonfUSions

‘ and contradictions, as Richardsonvdoes-herself, within a perspective

that eliminates them. Miriam‘says, for exam ie “that "both wayS’of

, : &> @
éépproach the inner ‘and the ou%s“\fshould e;ist toge he? in the ideal
#* /

human beipg" (Iijﬁﬁ 182) Slmilarly, Richardson cr1tic1zes men

v .,1"2‘

for deifying '‘one half of the psychological whole. Miriam, how—.

~ever, and Richardson as well, frequently are-attracted. to slight and

A_even radical deviations from their fundamental posrfion. Morepver,

; neither statement indicates whether or not they consider one half nore

valuable than the other. e - IR
That they do is Suggested by other proportions in Pilgr1mage and
) . R ‘w“ﬁ'j .
in Richardson's essays. "Very gifted' men,’Miriam thlnks in Revolving

[

Lights, 'are really, as people say of thegpoets, more than three parts

women" (III RL 268) Richa:dson, in an essayJwritten,in 1917, notes,
too, that TartiSCS and mystics are three-parts woman," and " that chey‘
have the woman's ébiiity':o synthesiue,_to hold all opinions at once.'13

Moreover, in Dawn’s Left Hand, yiLiam thinks that in order to communicate

" with man in "his shaped'world,'retionalized.aecording to whatever scheme
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. ‘is expressed in Miriam's thoughts in Clear Horiéohiy/

: : 200

of thought was appealing to him at the moment," women must deny

e

"three-fourthe .1 rheir being" (IV DLH 223). 1In the total,context

of Richarc " . inner and outer are not'valued_equaily; the
psychologir . whole .s not made up of two equal halves, as seems to

‘be the case with Woolf and her most perceptive artist—characters.

S : : :
Male values have dominated history and art; male values and meng them-

. ~ . N - ol
selves are valued while,femaﬁe values and women are\debalued.

Richardson's feminine realism both reflects and contributes to a shift

in values, not in the direction of balance, but in the direction of -

.reversal. Richardson, and'herbﬁemale-artistFCharaeter, Miriam, '

suggest that feminine values are the central and primaryireality and
that masculineﬁ;alues are peripheral and secondary. Both,ought to »

exist in every humén being, but masculine values constitute on1§3about
139] )

one—fourthbof the whole. In 2 male-= domlnated society, only on -fourth

of human potential is utilized by most men and by the women ho admite

them. These proportions reflect Richardson' s final decision‘about the

[

 relationship between the states of becoming and being§14 The'conclusion

Being v rsus becoming. Becoming versus being. Look’ /V
after tt heing and the becoming will look after tself. 7
Look after the becoming and the. being will look ,after
itself? Not so certain. Therefore it. is certain \that N
becoming .depends upon being. Man carries his bouryé within- ‘

- himself and is-there already, or he would not - even know L
that he exists (IV CH 362). : .

B . . 4 o, :

When the state of being is recogniZed as‘primaﬂy, it encompasses the -

state of becoming and eliminates any serzous'opposition between the

two._ ' o " 3 L ‘ - .

Richardson s dissatisfactions with the novel when she began to

-write are reflected in those of her character who articulates them

P T S o S "'_ S

—

»-

s

§

i§

:

s
]
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'sify and label; like "'Sudden Miriam,'" (III RL 340) or "'Catholic

201-

~ d & N

[0 B

in reaction to the views of a male artist- chara cter, Hypo Wilson.
Wilson is based on H. G. \3ells, one of the novelibts Woolf also

15 R .
denounces as a materialist. His attitudevtoward the novel is the

N\

<)

,prodhct of a vorld view that Miriam rejects. She‘is distressdd by his

beliefs that God merely is man's invention, that man evolved &tom
the ape until he discovered sc1ence, and that science’ w111 ordé% chaos.

Women, Wilson thinks,reproduce the men who implement sclence, and

- writers describe reality as the scientist sees it (II Tun 122)

)

Hypo Wilson' s,values, the values of masculine realism! are

»

revealed in Pilgrimage both in his manner oi conversation and in the
‘ : i L&

‘ advice"he gives Mfriam.. Listening to him taﬂk, she first is 1mpressed )

by his charm and his authorltative manner. Yet she resents his con~"
descending tone and is_conv1nced that'somehow’what he says is'wrong
(II Tun .119).° Hypo, moreover, is not fond 3{ the 1nterrogat1ve

directed either at himself or at others. "Unquestioned dogmas (rule]

E his‘intelligence,“ Miriam decides (IV'CH 327). He tells ragher than

(,

asks and subordinates rather than 1nv?1ves h1s listeners. Miriam-

!
notices immediately that he asks "questions by saying them -- statements"
(II Tun 110-11). He has a penchant,lmoreover, for epithets which clas-

Miriam'" (IIIgRL 341). Miriam parodies him in her thonghts: "Kind

HYpo.'.Doing his best for her" (I1I RL 340); Appropriate to his

authoritative manner and hisilove of neat’ categories and labels is

his charavteristic gesture, he "minatory outstretched foref1 ger' &

(I Tun 113 118)» .

Miriam disapproves of books designed to prove points (i Tun 627),v

nevertheless, an attempt to prove ‘the existence of a reality too long
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ignored or denled in a male-dominated.culture is the primary motiva-
tion behind feminine realism. ‘Apparently a oifference exists between
trying to proye:a partial truth by masculine methods for the glory of
the man offering the proof,-and championing a p031tion that involves

‘a reallzation of the all- encompa551ng truth to whlch all have potential

.

,access. To be didactic in the latter cause presumably is justified.

_ Mirlam arrives at this conclus1on partly as a result of her rela—

w.

tionship w1th Hypo Wilson. To converse with him, she_discovers, she
must ‘be false to her feminine vaers She has "to be brilliant and
amusing to hold his attention ~- in fact to tell 1ies. To get on
here, one would have to say cleyer things in a high bright voice" (II

Tun 113) . To a certain extent Miriam conforms to expectations‘ then

\

she reproaches herself for giving- in, partly because she senses in him

a recognition of something more in llfe than his scientific world

view allows. She also senses that he fears and denies that something
(II Tun 12&). Constantly Miriam tries to tap the part of his personality
that he w111 neither acknowledge nor utilize (IV DH 280), ‘to win his

'adm1531on of a reality different from and ‘'more fundamental than that -

of .science:

To shreds she would tear [Hypo's] two fold vision of women

as bright intelligent response or complacently smiling

audience. Force him to see the evil in women who made

terms with men, the poison there was in the trivial gaiety
. of those who accepted male definitions of life and the
- world. Somehow make him aware of the. reality that fell, all

the time, in the surrounding silence, outside his shapes -
‘and cla351fications (III RL 360). - v . ¢

More and more she o ects to'the women who encourage Hypo's tendenciles
_ C je ] 8 yp

than as "a different o'der‘ofvcons*fousness.' ‘Just as he represents

~a t?reat to the feminine consciousness, so it represents a potential

{
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\h}lthreat f6¥§i$ disregard of "life in its own right at first hand" and-
d'to his regard for pnogress toward an imagined future (IV DLH 264)
Miriam is willing to lose hisﬁfriendship in order to see "his world
of ceaseless: 'becoming exchanged for one wherein should be included
also the fact of 'being, the overwhelming, smiling hint, proof against
all possible té%ts,provided by .the mere existence of anything, any-
where" (IV CH 361 2)

“ Miriam, who tries and finds wanting‘Hypo Wilson's definition of
:reality, also rejects the advice he gives her dbout writing because it
obviously is the product of that definition. Her.conflicts with him

bl

cause her to formulate her major objections toithe novel as it has
'been and is being written. H;po tells her, for example, that "'Life,
especially speeded up, modern life, if we' re.;m get anything done,
‘doesn t, dear Miriam, admit of" inten81ve explorations of the depths

- of personalities" (IV CH 334) Such a view results in the class1fica—
tion of people according to superficial, external characterlstics by

an author convinced of his superior knowledge and skllls Often such

"~ a view results in the "'cynic—satirical'"‘stance that Michael Shatov,
¥ '
"another of Miriam s anti—mentors,” admires in Turgenev and that

e
Miriam sometimes admires but basically mistrusts 1n Shatov himself s

(III Dl 45, 197). Miriam tries the masculine method of describing

:people and decides in Revolving Lights that it is unsatisfactory ' -

. When she amuses Hypo by telling in his manner, anecdotes drawn. fromA
ﬁgx own experience, she has "a haunting sense of misrepresentation,

and even of treacher§ to him, in contributing to his puzzling, almost .
unvarying vision of people as pitifully absurd" (III RL 254). His

'_manner ignores what is most real to the people he desd#ibes and imposes

¢

lifeless finalities where none exist (III RL 255)
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Because she finds sometning wrong with Hypo's way of,desc;iging
the people he meets, she heeitates when on various occasions ne ed#ises‘
her'te do likewiseT' He suggests that she take advantage ef her‘ability
to observe closely and write up her‘exheriences (IT Tun 129),'thac
she 'write the flrst dental novel'" (IV CH 396) 05 *'document [her]

period'" (IV CH 397) If she did document her perlod, she would

emphaslze not external events and facts but the inner responses they

Lo \

elicit in the consciousness of an individual, to the extent that they
i L . -~

elicit any responses at all. Miriam also is suspicious of various

"eunning little trick{s]" ehai”Hypo recomﬁends, such as keeping, like

Woolf's Bernard in The Waves, pad and pen alwayé handy in - order to jot

down "felicitous phrases" that occur in meditative moments or are struck -

Y

off in céhversation.'_She is suspiciois of the meatness of such phrases,
doubts their dbility to communicate reality, and perceives their;
tendency, in fact, to shift attention from reality‘sq‘therphr§§e-

_ —

maker himself (IV DH 418-19). Consequently, in reply to one of Hypo ‘s

&

urgings to write up her experlences, she butsts out,

'0h, I hate all these written-up th1ngs:."Jones always wore
a“battered . crlcket cap, a little askew." They simply. drive
me mad. You know the whole thlng is going to be lies from
the be, beginning to end.'
'"You're a romantlc, Miriam.®
_ '"I'm not. It's the "always wore."’ Trying to get at you,
just as much as’ "Iseult the Fair." Just as unreal, just
as -much in an assumed voice. The ama21ng thing is the way
meén go prosing on for ever. and ever, admlrlng each other,
never suspecting' (III RL 377). :
! . .
Miriam obJects, in other words, both to the factual matter and to the
generallzlng and superficially clever manner that Hypo Wilson advise
her to adopt. .
%
Were Miriam to take his advice she probably would write .like

Edna Prout, one. of the novelists who visiis the Wilsons.. Hiriam 9 
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. impré&sions of the woman's social and literary posing are punctuated )
. Wy !

by the word, "clever," a word that, in the context of Pilgrimage, is
A \ ‘ ' ‘)_

nc  complimentary. Miss Prout wr1tes clever novels, dresses cleverly,

and converses in the.clever manner approved by Wilson (III RL 339).'d$
. That he also approves of her work is not surprising. Miriam is'amazed
e . : ) . '
~to find that he is reading the proofs of Miss Prout's latest novel, -

-but she is aghast when she realizes that Miss Prout has included in

the book people they both know. She hardly can believe that
that was 'writing'; from behind the scenes. People and
things from life, a little altered, and described from the
author's point of view. Easy, if your life was amongst
a great many people and things and you were hard enough
‘to be sceptical and superior. But arn 1mposs1bly mean
advantage .a cheap easy way. .Cold clever way of making
‘people look seen—-through and foollsh' to be laughed ‘at,
while the authors remained admired, special people, inde- -
pendent, leading easy airy sunlit lives, supposed, by
readers who did not know where they got the1r material, to
be creators (III RL 342).

Miriam is offended not by the use of the author's experience but .
. v . .

’ hy the attitude toward that experience. People are violate , life
itself‘is violated by the reduction ot’everyone and evérything, except
the,superior author, to absurdity. Miriam, who reads Miss Prout's

~ ) - I

:manuscript after Hypo W1lson, conc¢ludes that both author and: characters S

fﬁare ruthless and exploitatlve and that both engage in a lot of futile
i fuss’ that betrays a false def1n1t10n of reality (III RL 348-9). At
‘one point,Miriam thinks she intuits a deeper awareness in Miss Pr0ut"‘

(III RL 359), but most of the timefﬁhe sees her as a woman - who has

~abdicated, who imitates masculine ways of thinking and e\pressing

(‘b(f‘x...\ .

herself Miriam chooses another course.
. P
Wilson initially advises‘Miriam to write short," descriptive fillers
or_"middles" for periodicals, then criticism, then, as the ultimate

attainment, a novel (IV DLH 239) _ eriam is unimpressed_with his
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hierarchy. She does not see the novel, particularly the novel as
vshe knpws it, aS/a writer's: highest goal. Already in Interim she
concludes that "novelists were angry men lost in a fog ' Their
novels’merely are one among many of their "different set pieces of work
in the world each in a. space full of problems none of them could
agree about" (II Int»443). Obviously if Miriam is to undertake a novel,.
the genre must be redefined. The,novels by women she has read do not .qr.
'provide any basis for redefinition. While tgaChing at the\Pernes'
school in Backwater, Miriam avidly reads popular novels by Rosa Nouchette
Carey and Mrs. Hungerford They serve the purpose of romantic escapism
.from the grim North London environment but they do not ring true.
The happy domestic.world and the romantic wealthy world she ‘encounters
in these novels do not seem tovinclude her (I Bw 284)... In spite of,c‘
the fact that most of the men she hnows belong to the Carey world and
1ook’for women who‘belong to it too, hiriam concludes that she prefers'
‘the' 'strong bad things" in Ouida s novels that run counter, to traditional
~ public opin}on (I Bw 286) Even so, she decides that she“dislikes novels;
"'I can't see what they are about,'" she tells Michael Shatov. "'They
seem to be an endless fuss about nothing'" (I1I D1 45)' _

Hypo's suggestion that Miriam look to the novel as a goal brings
her to the fullest expression of her dissatisfaction with that genre as
represented by prominent male novelists._ Her reactions to Hypo '8
zremarks are worth quoting in full since they introduce most of the'
eonsiderations_which mustsbe'included in a discussion of feminine

A
realism. .
And'Hypo : emphasis suggested that the hideous, irritating,
~meaningless word novvle represented the end and aim of a
writer's existence. Yet about them all, even those who

‘left her stupefied with admiring joy, wasra dreadful
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enclosure. !
She saw Raskolnikov on the stone staircase of the
tenement house being more than he knew himself to be
.and somehow redeemed before the awful .deed on< shared
without wanting to prevent, in contrast to all the people
in James who knew so much and yet did not know.
'Even as you read about Waymarsh and hig "sombre

glow" and his "attitude of prolonged impermanence" as he
sits on.the edge of’ the bed talking to Strether, and
~revel in all the ways James uses to reveal the process
of civilizing Ched you are distracted. from your utter
joy by fury over all he-is unaware of. And even Conrad
The self-satisfied, complacent, know-all condescendlngness
of their handling of their material. Wells seems to have
more awareness. But all his books are witty exploitations
‘of ideas. The torment of all novels is what is left out.
The moment you are aware of it, there 1s torment in them,
Bang, bang, bang, on they go, these men's books, like an.
L.C.C. tram, yet unable to make you forget them, the
authors, for a moment. It worries me to think of novels. \
And yet I'm thrilled to the marrow ‘Wwhen I hear of a new
novelist. Clayhanger, though I've not read it.'
. 'He's a realist. Documenting. You'd like Bennett.
Perhaps the novel's not your form. Women ought to be good
‘novelists. But they write best about their own experiences.
Love—affairs and so forth. They lack creative imagination.'

'Ah, imagination. Lies.' _ ' o 'h\\‘—\\
'Try a novel of 1deas. Philosophlcal. There's Ceorge Eliot."

'Writes like a man.' ' . : .

'Just so. Lewes. Be-a’feminine George Eliot. Try your
hand.' : '
He was setting out the contents of the cruet as if they -~
were pieces in a game -- a lifett might be well spent in
annotating the male novelists, fill ng out the vast oblivions % . .
in them, especially in the painfully\comic or the painfully < <
tragic and ifi- the satirists.(IV DLH 239-40). ' ’

“tMiriam s reaction to Hypo's view of the novel and his very traditional
dview of the female writer indlcates a basic dissatisfaction with p01nt
.'of view. A wrong relati:nship exists between the author‘and his
material and between the author and his reader ‘a relationship that
somehow obliterates instead of expresses reality. This wrong rela—
,tionship on the one hand reveals a severely limited world view and,

on’ the other, results in stylistic affectations, superfic1al charac=

‘terization, overemphasis on plot, and a distorted treatment of setting.
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Miriam‘s development of an aiterﬁate aesthetics occurs en‘thfee
levels'that‘are present concur ently in the novel. Ther; three levels
to a certain exteﬁt overlap, and scussing,them separatel; necessitates
a'ceftain amount of rebetitioﬁ. Nevertheiess, &oing so'is advantegeous
in that the compeﬁents-as‘well as ‘the results of Miriam's development

toward-a feminine aesthetics become clear. On one level, Miriam =y

'.wrestlesrintellecfﬁally,with a number of accepted concepts'like "arte,"

13 'I

1mag1nat10n, "

talent," and "genius." Her reflections on art lead to
distinctions between man's art and woman's art as well as between

woman's art and woman's artifice. Feminine realism,‘She‘concludes,

‘utilizes elements‘of both man's‘and woman's art but is identifiable

o . : N . _
with.neither. To determine the relationship between these elements,

2

Miriam has to consider the meanhings of several terms associated with

-l

‘the creative process. At the same time that she.challénges‘vatiods
concepts associated with the arts, on another level she closely observes,

experiments with, and draws conclusions about various ways people com-—

.municate with each other and about the value systems_theSe ways'refleet.

ﬁer coﬁclusions have éignificent implications for her'handling-ef

the elemepFé of the novelias welt‘as fef the way.she herself is'presehCed
in ?ilgrimage. ‘Fiﬁally} by‘a t?ial and-errof‘method;'Miriam attempts

to expressthef'awarenessfof the stable inner life. Her~negative

tendency to reJect traditional ways both of thinking ‘about art and or

‘communicatlng, as well as the deflnitions of reality such thoughts and

behavior reflect, is combined with positive efforts to define and to

/

practise alternatives’more~su;table to the epxressfion of what to her.

is realigy,



‘the distinction Miriam makes between man's art and woman's\a;tL
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AN

Man's Art, Woman's Art, and Woman's Artifice

'...there was a quality beyond art, beyond genius, - beyond

any. special cleverness; and that was, the great social quality
of taktng, as by nature, without assumption a queenly
position in a circle, and making harmony of all the instru-
'ments to be found in it."

' George Meredith Sandra Belloni (1864)

"Xnowledge has th; bk At is either intuitive knowledge
or logical knowledéé:qi o%ledge obtained through the imagi-
nation . or knowlédng_”'ained through the intellect; knowledge
of the individual orﬁﬁﬂowledge of the universal; of indi-
vidual things or.of the,relations between them: it is,

’v'in fact, productive either of images or of concepts...."
Benedetto Croceé, Aesthetic (I909)

4
An'understanding of Richardson's feminine redlism depends upon
Crucial to an understanding of that distinction, obviously, is the

attitude of both Miriam and her creator to art. According to both ’

of them; the art that women have béen_triticized for not having produced

W]

is the produet of a limited male value—system, one that not only deni-
grates the lnner life but also" reduces women to a series of reproductive

processes.' Just as the reduction of ‘women in this way is unacceptable

. so is the elevation of men because they are the producers of science

and art. Re- evaluation of the functions of both sexes is in order.

Richardson, through Miriam as wer{_ls in essays attacks the- \/5

/

eleva@}on of .the artist to the positioﬁ of hero._ Alread& in The Tunnel

/

‘Miriam challenges the adulation accorded the artist when she criticizes

wer friend Mag's "wistful hero uorship...raving about certain writers

and actors as if she did not know they were people". (II Tun 81) Miriam;

4a1though she ; imes shows similar,tendencies, as in her thoughts on

L4

Henry Irving (II Tun 186) and on W, B. Yeats (111 Trap<€37”8), usually é

. draws back and notes their very human limitations.1§ Similarly,
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Richardson sees the artist as dlfferent from other people only in
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degree, not in kind. In her book. on Quakerism, she says that artists

o€

are as differant‘from most people as mystics are different from artists.

Everyone, Richardson.says, experiences moments of illumination when

) A
¥ .

his attention is arrested by somethlng to thé%exclus1on of all else, -

when his "1arger and deeper be1ng...flow[s] up and flood[s] the whole
\ -
fleld of surface 1ntell1gence. The experiences of beauty,“love, and
fb(,;
conver51on areutyplcal aibelt 1nfrequent, unpredlctable, and not fully

eXplainable. The artist experiences such mowents more frequently than

do_other people. He exists "in perpetual communication with his
v peop 1n perp . .

- larger self." Unlike the mystic, who loses contact with the world of

the senseS»and';eports nothing,zthe artist remains sensitive to the .
N 17

external world and shares hls_experiences with its other inhdbitants.

Most people who call themselves artists, however, do not concern them—

'selves with the inner 11fe .and ghe 1arger self Instead they are

" content’ to express externals w1th the superficial cleverness that calls

1
1
A,

\got feel inferior for not‘having contributed.

1

. Loy .. K " . . s . . . E ’ . .
attention to themselves as superior individuals possessing unique skills.

If this kind of artist and art are valued in society, then women need

. N (. '. T . ! P
Richardson, through Miriam and in her essays, also questions.the

relatively high value a male-dominéted culture pleces on art in general.
- 5 .
"Men weave golden thlngs. L. ought science art, religion, upon a.

..black background " Miriam thlnks in RevolvingfLights. But -they'never

: admits that i

are. They only make or do, unconscious of the quality of life as it

passes" (111 RL 280). Slmilarl;gzin Dimple Bi11, Miriam recalls

‘,-,

Hypo Wilson s comment that men make gardens, and women love themn. She:\

2

foen do not produce like men do but, she asks "lg_makingf"'

e
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pictures and bridges,'and thumbserews, humanity"s highest spiritual
(i«aehiel o " (IV DH 464). Miriam's equatioh of pictures with.bridges

S

and HumtscneWs is as'jbiting; perhaps, as Jeremy Bentham's equation

.

of music and poetryrwithtthe child's game,:p"_—piri.l8 ‘Her tone, how--

ever, is different. Bentham makes an assertion of fact. Miriam,
Lho,.unlike Hypo Wilson, is fond of the interrogative, quizzes henself
as well a§20ther people;IShe_becomes involved or.ihvolves others in
her quest.tOr reality. Bentham disfisses art alohg_ﬁith more ttivial_

- “pastimes and pieasutes'because they lack utility. Miriam dismisses the™
art hen Producevano value because it is produced and valued on a Jimited
utilitarian andfmaterialistic.leveli because it is .one more madigesta-
tion of the male desire to producevpractical‘ s&stematized;'and super-

‘flcially—neat structures out of‘an over51mplif1ed and ettremely llmited s

world view. eriam 1is part of a shift in the tradltlon of the artist

in literature from a defense of art in a utilitarian society o a

defense of nonutilitarian art in a society that has made even its

,/’
Pt 4

utilitarian,
‘The questions Miriam raises about the value of art reflect, as
o . \‘,: . . ~ .
usual, Richatdson's. "Worship of Art and the'Artistfis”a modern

T product," she says. ’ Rlchardson confesses her faith in art' at th;\\

>

same time she cautlons agalnst both the sepatation of a/; from life _.
and the development of rigid aesthetic criteria.oo .ghe objects to

‘art as an exelus;ve_categoryalncludihg only those wotks that Heet certainA
infiexible_reQuire@ents imﬁoSed Qpén the artist }rom without. He
exhihits his'skillfui mastery of'certain'accepted”techniques rather

‘than seeks ;he most‘appropriate method by which’ to express his defi-
bnition of reality.J dghardson conclpdes that she dislik ‘art'

X ,in, so far as it .1; ﬁ, elever; bfgacile and sa{llsd::s."ZI '

/.
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‘She contrasts men's "momentary arts, the products of Vincomplete

vindiViduality' and ambition, w1th woman's art which is "the art of !
life, the'sociai art, the art of ‘arts. 22 Similarly, in Revolving

Vvhights_Miriamyjuxtaposes_to art as‘men~have‘3efined it, women's"”
wébhsitivity to'and abiiity create,tétmospheree."‘ Perhaps Wooli's
reacing'ano reviewing»of‘this section of Pilgrinage provided ~he

,seeds that grew 1nto Mrs. Dalloway,s party and Mrs. Ramsay's dinner.

_‘{Whether WOolf would agree w1th Miziam that creativity among men is the

exceptlon.while among-women 1t 1s the rule is another matter. Woman's

£

-

art,Miriam says ‘to Hypo Wilson, is "'as big an art as any other. Most

‘women can exercise 1t, for reasons, by f1ts and starts. The best women
P o N

_work at it the whole of the time.v" Men, however, preoccupied with

'mere appearances rather than “with the subtle relationships among things

that constitute atmosphere, remain. oblivious to women's creative activi-

ty:?"'It s like air within the ‘air..;.Men live in it and.from it all

their lives without knowing'" (III RL 256-7; III D1 100).
"To Miriam the fact that women are eators of'atmospheres pPrc- des_'
" one answer to the charge'that-they are inferior because they have not -

achieved in art. She points to the public nature of " men s accomplish—

"ments as osed to the relatively private natu.e of women' 55 She

,ndtes, moreov , that the material of women s art, unlike men s, 1s o
péople} Nevertheless,'she-is»equally’concerned'with pointingiout the

- similarities between the arts of‘the two sexes. Women's art, like men's,

,

: ) ' o : L L
requires consciously-learned skills and self-discipline as,. indeed,
’ woolf's_Orlando discovers when she changes sexes. Female artists,. like

» i

male, must rest now and then from the strain of theiriwork;- Miriam

compares the male artist's insistence that he occasionally must get
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Y ‘ “p' ..~ ' ) ’
away from his work, sometimes into. dissipati:c.., with the woman's

octasional need to be ""nothing to nobody, [ - leave] off for a

.while‘éiQing out‘any atmosphere'" (IIL RL 258). One cannot help
' being\remindéd again of Woclf's Mrs. Ramsay and the relief she expe-

e

" riences when she is free of. everyane else;s demands upon her long enough

A

t6 withdraw into herself.

-Wilson ubts,}howevér,gthat Qoﬁen are in control of their ‘.;‘, .
material, uﬁj: eQen inteiligenf woméh haQe,the deqéchment Miriam
 attributes to them. Thex ére_damned; he s§§s; by‘théir willingneés
to admité, marry,ﬂand quote the vieWs.of‘quite‘inféfior méh. Mipiam :_
. replies that w£11e,women are not deceived'by‘éuch men, neither»do»they‘I
iose their §ptimism. w0rking wich whatgver human material is avaiiable,‘"
v 2 .
 thei;_creativityuoftén"consists of imagining value wh;ge it does not
exist or findiﬁg value where no one élse‘wduld think to!look_fdr it.
V///;;;{fact that they may duote their‘hUSbands' opinions or the diffefent

- : opinfons of a successiowof husbands is irrelevant. - They dO‘SO
PR . ) . ’ .

~because they are indifferent to all that changes agtd secure in the
. . . $ '

permanence of their untouched inner iiveS'(III RL 259). .
Miriam fails to understand why society praiseé ﬁen's.skills and

T e

'fpgr5qits when it either ignores women's or_ét least evaluates them
fvery differehtly? Fér example, soéiéty'mocks women's curiosity,
“.beéagse it:isiaﬁout.people,.as'"'incurable'" whiie "’men's\cﬁfiositf,
}aboq;:thingé,'sciencg'énd'so fOrth, is called divihe'" (III RL 260),
Soéiéty labelslphe pprsuif'Of:womenfs soéfg} art "self-sacrifice"
vwhile.the pursuit of‘ménfé art is called "self-realization.l} Miriam
dishissgs ;hésé dLstiﬁctiohs.] Men, She'sais;"'get an illuminating

Y

theory -- man must’dié, to live -~ and apply it only to themselves.
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If a‘theory.isﬁtrue, you may be sure it applies in a'most:thorough— .
i‘g01ng way to women. They don't stop.dead at'self—sacrifice. They.

, reap.,.freedom. Self—reaf&zation. Emancipation'"(III RL 258) Like.

-

~ May Sinclalr, R1chardson 5uggests through Mirlam that certain humr

[y

experiences transcend se&ual distinction

Miriam herself does not se}vout to :;éter womanks’art. Anvimporf

tant distinction ex1sts between woman s art and feminine realism. :
N .
,eriam learns from observing and even from trying her hand that the |

I

~
producé% of such art are 1ntang1ble, they cannot be read or framed

I .

or. played upon a musical, instrument; consequently, they go unrecog—‘

'nized and unvalued by the men who mpst need the kind of sensitivity

L]

and awareness they represent. Feminine realism is an attempt both t7W
vretain the curiosity about individuals and the sensitivity to rela-
tionships inherent in woman’'s art and to find a suitable way to

express them. Miriam also learpns. that often ~ very fine line exilts

8 \ i
dbetween the art .of creating atm _spheres as'eXercised‘by women like N
Eleanor Dear (m RL 284) and Alma Wilson (IIRL 361) and an-artificial

essentially hypocritical feminine'social'role. Miriam admires woman 's
;’—"\.

ability to see value in everyone, but ghe hesitates to encourage

woman s tendency to quote man's opinionsli?d thus to perpetuaﬂe his

inability to see that value. At tpis point woman's art with all its

. 2

conscious selﬁ—discipline and skill becomes ‘too much lik man's art.

IWhi_ernot the product o{ a partial world view, woman': art does little

~ to correct it.

Moreover, woman's art has a tendency to decline- into woman's

artifice. The difference is suggested by an incident in Honezcomb.'
. T s L

At the Corrie's Miriam eﬂcounters_a photograph of a& Englishwoman
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posed in Grecian costume. Some people,>§iriam realizes,}would be .

)

.,

tricked into admiring it. ," 2

Not the real people. There were ‘real people. Where were
they? That horrid thing [the photograph] could get itselfi
on to Mrs. Corrie's drawingroom table,.and sit there

" unbroken. ' All women were inspired in a way. It was true
enough. But it was a secret. Men ought not to be told.
They must find it out for themselves. To dress up and
try to make it sométhing to attract- somebody. She was not
a woman, she was a woman...oh, curse it all. But men liked
actresses. They liked being fooled (I Hc 400).

The- passage is cryptic -and somewhat confused. .Apparently, however,
Miriam objects to- the photograph ecause the woman so blatantly‘
calls attention to her deceptions, so clearly uses her~art to attract
_men. The distinction between woman and woman suggests a difference'
vbetween the subdued inspiration growing out of a sen31tiv1ty‘§§ the
inner life and to relationships among people that every woman can‘
exercise if she: chooses, and the'flamboyant superficially clever posing
.growing out of a knowledge of men and their limited view of woman as-
body. WOman s art mav do'little to correct the’partial masculine
view of‘the world,-but‘woman's artifice openly encourages it.r

: At its worst, woman's. art becomes, in Miriam s words, superflcial ‘

"behaviour, a "trick, a "game." Women act charming' especially in

conversations with men in order to put them at ease, to shield them

- from any threats to their limited perception (e g. Iv DLH 158

) ,
Iv DH 441; III Dl 71; III RL 383). Miriam is as contemptuous of the

men who demand this kind of behavior from women as she‘is of the

" women who a; ‘ee to behave that way. Even Hancock, a man she. respects”ﬁi‘
'1disappoints her by being attracted by every superficial feminine trick
_(e g II Tun 105) Observing one woman whose animated behavior has

)
attracted him,‘Miriam concludes,_
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Nice kind people would call her 'a charming girl.'...
'Charming girls' were taught to behave effectively, and
Aved in a brilliant death, dealing death all round them.
Nothing could live in their presence. No natural beauty,
no spectacle of art, no thought, no music. Théy were
uneasy in the presence of these things, because their
presence means cessation of 'charming' behaviour -- except
at such moments as. they could 'use the occasion to.
decorate themselves. They had no souls. Yet, in social
11fe, nothing seemed to possess any power. but their
surface anlmatlon (IT Tun 174-5).

216

The passage suggests that woman's artifi » actually is in competition

“with men's 'art, demanding and'receiving the same kind of admiration
and eIevation on the<§é$is of the same kind_of‘superfiggei cleﬁerness.
. Like man‘siart,woman' . artifice obliterates both true art, nroduced
by artists’uith a feminine conviction of the value( of the inner 1Ife,
.and the naturaI’beauty to whieh the inn;r life esponds. o

'« Miriam's § pattern isvto_eXperiment with feminine artifice, to
eehieve some success, then, In disgust,.to shetter the ilIusion she
"has created. ' Shehcherms'Mr. Tremayne,.for example; with Mendelssohn,

creating for him a vision of'"woman in a home, nicely dressed in a

quiet drawing-room, 1lit by softly screened clear fresh garden day—

llght." Then,_hhngry for "the great‘truth behind the'fuss of things,"

she beglns'to play Beethoven,'abandons her.graceful pose, pounds out
w .
the chords untll her hair .almost comes down, and 1eaves the young man

aghast, his vision shattered (II Tun 27- 8; cf }V 0 82~ -3; IV DH &47,

492; IV.MM 612, 622).3 The only time Miriam enjoys playing the charming

social role is when she entertains women.. Creating ease and comfort

for them’ 1néreases her sense of being united with other human beings
(III Trap 454 5) The experience suggests that the narrow masculine
yiew of women is what‘enc0urages'theedeeline of the woman's art

'Miriam”aduires into the artifice she deplores.
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A eriam refufes to exercise the woman's art of creating atmos-
pheres to. the extent that it involves the same kind of 3uperficia1

' leverness and denial of reality ‘that men's art involves, nevertheless,
she is extremely sensitive to atmospheres,.to relatlonshlps among
‘people and among people and their.surroundingsf 'This fundamental
aspect of woman's art she ult—mately incorporates intovfemininer
realism. Miriam notices atmos heres (a‘woro“reeurrent in Pilgrimage}
at the expense‘of‘the tradifional factual.materlals which’to'her are
the mere appearances that men notiee and communieate.; What‘is‘sald‘anq
done;, to eriam, decidedlv is secondary to her perception of the tensions
and attitudes that animate or thwart relationshios‘between people or .
between people and"their surroundings.'<Sometimes Miriam'herceiveSgwhat

- 1s said and done as well as these tenslonS'and attitudes. TSometimes-

she oereeives only the tensl%Qs and_attitudeS'and, because Rlchardson
confines us to Mirlam's consciousness, we areileft to infer their eaUSes‘
and effectsr gn either case, the_simultaneity of physlcal-oréverbal
behavior,‘thought, andAemotlonal response ls communicated, whether
directlyvor by impllcation. What Miriam remembers from Lycurgan meetings,
for example, are the atmospheres (IIT RL 287);. similarly, the "vitalizing

_ atmosphe of the Quaker meeting most ‘impresses her (Iv DH 422)
. Much of Miriam s perception ofgatmospheres ‘has to do with uncom-
fortable or ironic juxtapbsitiohs\of the unspokeﬁsgith the spoken; Her
g halting attempts to cdnverse with§the silent Mr. Parrow, for example,
uare‘juxtaoosed’to}%er thoughts (I Bw .310); the sympathy and understanding
.'radiating from Mr. Corrie accompany his and Miriam s comments and

Miriam's thoughts (I Hc 382); strain fills the room when,Miriam attempts

.to’share'a'moment'of happiness with:Mrs; Bailey,‘Mr. Gunner, and ‘the

r-;" .
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'boarding—house dwellers (III D1 11-15); tension initially surrounds the
I |

meeting between Miriam and Michael and. his friends, the Lintoffs

’ . ' Y . . .
(III RL 293). Miriam's mind does not dwell upon events, speeches, clever

<

conversations, external portraits. 1f they appear,they do so because
they have some 51gnificance 1nvolv1ng her response to them, not because
they have any significance in themSelves,.

».Miriam“not only notices the atmosnheiesisurrounding people and :
_their relationships but alsb the atmospheres animating_things and places._

0f the multitude of examples in Pilgrimage two will suffice. The

.

. German summer enters the school where Miriam teaches in Germany "1like
a presence."

It was everywhere, in the food in the fragrance rising ‘
from the opened 1id of the tea—urn, in all the needful
unquestioned movements, the requests, the handings and
thanks, the going from room to room, the partings and
assemblings. It hung ‘about the fabrics and fittings of
the house. Overwhelmingly it came in through oblongs of
window giving on to stairways. Going upstairs in the light
pouring in from some uncurtained window, she would cease
for a moment to breathe (I PR 158).

Vo

yAnother‘example is Miriam's relationship to London, a.love affair that
extends through several sections of Pilgrimage. london enters and
:remains a presence in her room (11 Tun 16). . Conversely, she feels'
"her life flow outwards, north south, east, and west to. all its
margins (III RL 272- 73) When she leaves her room, she moves about
in: her part of the city, feeling at _home, 1ndependent and free,
feeling a kinship between Aits moods and her oun (e g. II Tun 29-30
75~6, 266; Int 373-4"111 D1 1-6—7 114—15) She concludes, not v
'surpr1s1ng1y, that "no one in the world would oust_ this mighty lover,v
always receiving her back without words, engulfing and 1eav1ng her _

untouched liberated/and expanding to the whole range of her being
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(III RL 272). .
As Miriam develops in‘the course of ?ilgrimage, her ever-
increesing sensitivity to atmosphéres results in more and more complex
~ passages. The more she experiences; thevmore mult%-layered ig\her
perception of any situation,. the more multi-dimensfomgl is the atmos—
phere she.perceives. lPast, present, future, thoughts, words, emotions,

’ . . v

and sensations tumble together into increasingly rich and all-encom-

passing present moments. In March Moonlight,‘for example, Miriam
reads a letter from Jean,la woman she met in Switzerland and to whom‘h
she became very‘attached. The letter sheds light on some confusing
dpast 1ncidents and causes her to recall them. ’ She remembers the
Bishop speaklng to her'then of "'the loveliness‘of-this*scene.;..'"

Lt .fore she recalls the.rest oft his sentencelshb considers the man's:

- motives .or~speaking to her then, recalls even/whet she had recalled

whjZe he spoke,gendvimagines what her race looked like to him. Finally
_ejlearn the rest ofihis sentenoe:'f'The loveliness of.:his scene
erries one's thoughts to the world bevond our world.'"'(IV 560462).
'Miriam s perceptions of :the atmospheres surroundlng things and plgces
,ialéa increasingly involve memory. She cannot helpvbut compare the
atmosphere surrounding Amabel trapped in her neat 11ttle kltchen with
that surrounding Rachel Mary Roscorla moving serenely in her roomy '
kitchen (iV MM 602) And herﬂ"truant inward eye" turns from the
brilliant'electric lights.and the atmosphere they ereate in Amabel and
Michael Shatov's new house to the ' evening s friendly glow creéted

by Rachel Mary lighting the lamps (IV MM 598—9).‘ ’ ’

‘Woman's art, then, is the art of life,»the‘socialiért; the:art of

creating atmospheres. Feminine realism is the art of perceiving,



‘ 220

)
defining, and describing_atmospheres:injsuch a way that their'impor—
tance is recognized. Men are unaware of'woman's art, of the sensitivity
to the inner life and to’relationships between people and between
people ‘and things from which it springs. 'They depend.upon'and'encourage
~“the artificial manifestatlons of feminine social skill which have
lost touch with the sensitivity that-originally produced them and which
-have become neat formulas to perpetuate men's inadequ;teiview.ofvwomen.
Feminine realism'should enable men to distinguish between womanis art
and woman's artificej‘ﬁvv . L

Talent and Genius

"The artist's part is both to be and do."
Elizabeth Barrett Browning, Aurora Leigh (1859)

Benedetto Croce, Aesthetic (1909)

To give the feminine consciousness tangible form, the Iémale

Lan

artist must use the male propensities to make and do._ To keep maﬁing '

and doing in their proper subordinate place is her major probleh._-TO'ﬁg
et - BERURE
_ solve it she must redefine several words traditionally used inLconnec- C

e
g

tion with the process of artistic creation: 1magination," "talent,
and genius. Just as she questions the high value placed upon art
‘h . . & 3 'd‘_’,‘_‘
L
as men have defined it, so Miriam questions the high value placed upon

(1

imagination. She makes no protest against the charge that she i& n?t ;5-

: creative (III RL 369); indeed she denies having an imaginationgjiﬁ% a§;~3:}
"431) and equates it with lies (IV DLH 240).
leading one designed to make "writers look cut off andrmysterioUS,,
an idea Miriam finds "insulting, belittling, both to the wyiter and "

to life." One‘of the reasons she admires Conrad is_because'he,does.



"about it (IV MM 613). If a writer must make up his material, he

not make up his memorable phrases. They proceed instead from the o '.évﬁf

inner 1ife of his mind (III RL 276). She defines imagination as LT
| by

"holding an image in your mind" which has ‘emerged there and then writ

reveals his lackvof awareness of and COnfidence in the innet Iife.

The continual.tecurrence of tnemgerb "imagihed" preceding variousw,
sections of Miriam's thoughts belies,her assertion thatishe has none.
Most of the time she creates scenes and people she_has never seen out *
of details'remembered from her onn_past experiences,‘out of details

pieced together from her present situation, or out of a combination

of the two. Sometimes she has many details with which to work, some-

. times very few. In the latter inStances,~she may be unaware of her - o

sources; therefore iven Richardson's method, we also remain unaware

of them: On the whole, an examination of Miriam's numerous imaginings

reveals that her mind operates according to her own definition of”the

,word. The dependence of her imagination on details'from her own expe—

rience or at least details provided:by other peoole is_indicated by

- two. of innumerable events. When Shatov confesses to her the details

of his unsavory past, Miriam wants to "c11ng once more. to the vanishing

securities %f her own untouched 1magination" (III‘D1;209). He pro- ,

;.vides imageS'with which her‘imagination can work, much, in this case,

to'herkregret} Similarly, when Miriam receives a vague,letter‘from

T

New»Orleans; she is annoyed at her Sister-for providing no details;

‘without them Miriam cannot imagine her sister s way. of life (IV CH

308-9)

“'Miriamay' des that genius, like imagination, is something within,

not some mystical hiézer power granted in order to elevate certain
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individuals abo&e others. She recalls that genius is supposed to
mean "an infinite capacity for taking pains" and decides that the
definition is inadequate (I Hc 413-14).  Her response to.one of Ibsen's
plays suggests that genius has to do instead with the author‘s ability
to make the reader share his fresh and vital awareness of life as a .
-state of being (II Int,/383-4). Miriam includes her conclusions about
many of the terms used to describe the artist's creative process within
a despription of her own:
While I write,.eﬁerything vanishes but what I contemplate.
The whole of what is called 'the past' is with me, seen anew,
- vividly. ©No, Schiller, the past does not stand ‘being still.’
‘It moves, growing with one's growth. - Contemplation is
adventure into dlscovery, reality. Poetic description a
_ half—truth? Can anything produced by man be' calléed
- 'creation'? The 1ncense—burners do not  seem to know that
in acclaiming what they call 'a work of genius' they are
recognizing what is potentially within,chemselves. If it
were not, they would not recognize it (IV MM 657).
v . : e (.
In one of her essays Richardson.notes that  psychologists who-
- insist that imagination always wins over will "seem to be oblivious
of the coﬁéentratioh of will required to fashion and hold the image
in_place,"23-'Her §omment suggests that Miriam's «definition of”imagi—
nation as "holding an image in yéur mind“»isinot’sufficient to explain
feminine réalism?l Neither is her .reconsideration of genius. Miriam
.implies but makes no,expliéit assbtiation«between‘genius and women.
Richardson is more explicit elsewhéfe, Like Miriam,:she»finds inag-
equate’ the definition of génius as "an infinite capacity for taking -~

"»a phrase she thinks défines not génius'but talent. Moreover,

~ pains,
‘contrary to the g;tablisﬁéd dpinion that»geﬁius is réré;and talent

common, Richardson insistsfthatfthe opposite is true. :"Genius ekists
potentially in e&ery woman and iévsometimés,fdund in men,"'sﬁe sé%&; S

while fmahy men and a few women have télent."zq Geniﬁs éhe>defineé‘és
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the abiltiy to’see.and talent as the ability to do; the former.sheb ‘
assoclates witn the unconsciousness, the latter with consci0usness.25

Richardson thinks that both the quality of future civilized life and
,signifieant art ate'dependent upon a cembination of talent and genips.26
| The'preciSe reiationship between these two kinds oflabiiities'is
iiexpidred in.an say entitied "Talent and Genius:" Taient? Richardson‘

says, is most effective'wnen‘backed by~genius, but definitely can
make'an impact witnout it.d Cenius ean nave‘no impact without taient.

Talent, as she puts it, is the midwlfe of genius. ?7 Richardsdn

: o
does not imply, however, that talent is the superior abllity. - Genius
needs talent; at the same time, talentvis,a threat to genius. This fact

-indicates, not the super ority of talent, but its limitations, its

inabjility to value what it so easily renders inarficulate. In the

n case of the female artist; Richardson thinks that talent_has stifled
genius, not by destroying it, ‘but by failing to provide a vehicle for
, 77y its expression:

The feminine intelligentsia, the product of fifty years
"higher education,” are usually brilliant creatures. There
is a great show of achievement in the arts and sciénces to
their credit. Almost none of it bears the authentic feminine
' o . stamp. Almost the whole could be credited to men. But this "
‘bliad docility, so disastrous to women, and still more disas-
trous to the men who mould them, is a phase already passing
Feminine genitis is finding its way to its own materials. 28

By redefining imagination, genius, and - éZIZQ&, Richardson in'
Pilgrimage and in her essays shifts the emphasis she: detects in.
'previous discussions of the‘creative process, from art elevated above'i
life in tnelexternal wogid,»to the‘inner iife'as the]sdurce of alrj

© art. Seen in this context feminine realism must utiliie,brédominantly

L3 ~

masculine skills or talent in order to give expression to predominantly

el O . . S
.feminine perception or'genius. The former, however, must not .be
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allowed to obliterate the latter.' Miriam is a good candidate for

ach1ev1ng theuproper relationship between the two abilities. She

§

realizes that she 1s something between a man and a woman; 1ook1ng

both ways" (Ilagun'IBZAu She has-the woman's: sen51tiv1ty to atmospheres

vand an 1ncreasnng'awareness of the centrality of the inner 1ife.u Sheﬁ

also has the mascuiine,mind she often criticizes (III RL 2365 III Trap
479). Like a man, moreover, she is decisive and strong. Her<sister, R
Eve, admires her because of her independent decision to go to‘Cermany \

and‘because‘she has no religion in the conventional sense (I PR 19).

\
)

Hypo Wilson admires her masculine pleasure Ln beer. and . cxgarettes

e . e

(IV DLH 173). In London, Miriam has the freedom of movement usually

>
\

attained only by'men. ,Sitting in a cafe, she thinks of herself "ag-

‘a man, a free man of the world a. cont1nental a cosmopolitan, a

. . & ' :
: conn01sseu; of women" (II Int 394). : . g R <

Indeed Miriam s closest relationships with women often are. like'

’.those of a man, a rare man, however, who values the feminine con— (L
. . Y

_'sciousness.v The element of p0551ble 1esb1anism is less significanp
' s o Ty,

"than is‘the“inclusive perspective, necessary to the female'artist; that_

,such'relationships-both reveal and«foster.29 With her mother, Miriam

is the strong, understanding husband her mother should have had

(I Hc 456 471), or she is the son. who gives his mother the understanding

his father\withheld (III Dl 220) Miriam also plays a modified male &
TN ’

Qroléskn her relationsﬁ%is with Eleanor Dear (II Tun 261 III RL 281 2),

A

'?Mrs. Harcourt (III’Trap 28) \aﬁd Miss Holland. Rooming with the

Arriage of convenience" (III Trap 428) in

"dent like the husband and takes care of payiqg
oi? the rent while Miss Holl nd does all the domestic work. . Hhen Miriam

aE S
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has to deal with other women more traditionally feminine and domestie™

than herself, she always feels like a man (IITI Trap 411-

). Alwaysithe
more feminine of the two, Amahel in her kitchen reduces Miriam "to the
status of a man, a useléss alien (IQ'MM 602). Whgg, at the end of Co
Pilgrlmage, she ‘holds Amabel's baby and thlnks of her friend Jean s
potential baby, she feels fulfilled ‘and serene in a way that-she has
not felt w1th the babies of any of her sisters.: Nor’does she anti—

Acipate her own’ motherhood._ The fact that Amabel and Jean. are the two

-

‘women with whom Mirlam has been most 1nt1mate suggests, perhaps, that

[

she' reacts in part as a -father.
/ger combination of male and female characteristics is valuable

in‘two respects. ‘Fifst of 511, she is able to e luate‘each’set of 7

k"

characteristics from the point of view of  the otHer as well as each
. from its own point of view. Heerecision that the feminine charac-

teristics are: central and the masculine, peripheral is not th@

product of any lack o?bcomprehen51gp of or even lack of attraction

to the male cha,racterist‘cs. Secondly, as ‘has been pointed out,hér '

masculine qualit\es enable. her to see the. necess1ty of such abilities

Ul

for the production of feminine realism while’her femlnine centrality

enables her to control them, .to,.use them merely to give expre351on to -

-

the feminine world view that she considers fundamental. "é,\v/
Richardson s insistence on the necessity of both genius and

. y CL e

talent for the production of art is her version of the artist Efk\

.

androgyneity that Woolf advocates in A Room of One's Own and that

also emerges in the characterizationsyof_both Woolf's_and'Sinclairfs

.artists. Richardson's‘nitiam,;hqwever;_is androgynous in a different ;

. -t PR ) S . . : L
way from wbdif:s and -Sinclair's artist-characters. Woolf's 'learn to iﬁ,

i~



it . 226

accept, balance, -and utilize their equally-real male and female

&£

qualities. Sinclair's define themselves as overwhelmed by the element

of the opposite sex w1th1n them( ‘or they struggle w1th varying degrees

‘of 5uccess, ‘for some kind of balance." R1chardson s Miriam, as a

o

female artist, learns to accept and utilize both male and female

.

characteristics, but she does not con51der them equal in value.

The lengthy descrlptlon of her hands . indicates as much'

They were not 'artistic' or clever hands. The fingers
did not 'taper' nor did the outstretched thumb curl back

. on, itself like a frond.... They were long, the tips
squatish and’ firmly padded, ‘the palm square and bony and:
supplg, and the large thumb-301nt stood away from: the rest
of ‘the’ hand like ththhumb—301nt of a man. The rlght hand
was' larger than the left, kindlier, friendlier, wiser. -
The expression of ‘the lef hand was less reassuring. I(/
was a narrower, lighter Mand, more flexible, less sensittve
and more even in its tofich -- more smooth and manageable
in playlng scales. .t"geemed to- belong to her much less
than the right; but when the two were firmly interlocked -
they made a pleasant curious" whole, the right clasping
more flrmly, its thumb aiways uppermost, its fingers
separated firmly cver the back of the left palm, the left
hand clinging, its Zingers close’ together against the

_ hard knuckles of the right (I Bw 283)

‘

Miriam's left hand is less sens1tive and'mbre controlled more compe—"

. tent technically. It seems, however a bit foreign to her. It is

the hand with mascullne talent. " The right hand is by;implication,
more sensitive, less controlled less competent technically. "Larger...,

kindller, friendlier, w1ser," it seems more her dﬁn and is the strongerlkw

-dof the two. - Given Mirlam s view of femlnine values as central, this

'hand can- be associated with genius. It is important to; note that

<

Mirlam s hands separate her from both man's art and woman s art, the

s

~ social art. They are ‘neither " artistic'" nor "'clever.f" Since

a

f eriam attacks mascullne definitions of art, however, and devalues‘ ."_ -

cleverness, the description hardly can be taken as a criticism._ In -
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social‘situations her hands bother her because of their "lack of
feminine'expressiveness" and represent her isolation from the world\\*\,/f\v
in which more traditional women function (I -Bw 283). However with
’

‘the control plus the wisdom and strength that her clasped hands reveal
Miriam has the instruments of the feminlne realist, the minimum of

‘masculine control necessary to glve expre331dn to.the fundamental

certainty of women. = . - o : )

s
R A
» The Déstructiveness of Coercion:
Point of View and Related Aspects of Feminine Realism
"'Soulsz' [Maeterlinck] tells us, 'are ‘weighed in silence,

- as gold and silver are weighed in pure water, and the words _ N
which we pronounce have no meaning except through the silence
vin which they are bathed.'".
Arthur Symons, The Symbolist Movement in Literature (1899)

-

*.."The novelist’ does not as a rule rely sufficiently on the
reader's imagination."
Edouard in Andre Gide s The Counterfelters (1927)

hichardson's remarks on the discovery of her method indicate
'that;;of'all the elements of the novel, poiné?of'viewzwas her central
.considenation. From it, everythlng else follows. She. suddenly dis-
covered that she could not. just describe her character because Mirlam,
as she first envisioned her, was alone.30 In Pilgrlmage Miriam s
:primary consideration also is point of view. Her concern, however,
:takes numerous related forms that 1n1tially do‘not seem relevant to
-the development of a theory of the novel. What she concludes about
all of the various ways people have of communicating with each other
’ tells ‘us much about ‘her own developing theory of point of view as
- well as abOut the choice of point of view that governs Pilgrimage.
’.These conclusions also have implications for treatment of character~
and for various aspects of style.

+ Whether Miriam practices or observes teaching, speaking,_story—

L]
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telling, reading, performing by interpretive artists, cgﬂwersing, or
handwriting, she discovers that the person who asserts‘himselfvas a
superior is less effective than the one who establishes an atmosphere
either of sharing knowiedge that is the common possession of everyone
or of discovering such knowledge together w1th others. - Underlying all
of her observations is a . rejection of coercion. "It s not only that ~
coercion is wrong; that it's far better to die.than to be coerced,"
she thinks as she considers male-female relationships, "it's the des-
tructiveness of coercion” (III RL 394). She goes so far as to call
coercion "the unpardonable crime"~(IV,DLH 218).
:Miriam<zf§in associates -oercive self-assertion and attitudes
of superiority ith a lack of awareness of the stable inner life. and
.therefore with male speakers, readers, and story-tellers. She. says,
for example, that
" .a man's reading was not reading; not a looking and a listening
so that things came into the room. It was always an assertion
of himself. Men read in loud harsh.unnatura. voices, in -
. sentences, or with voices that were a comme-:ary on the text,
as if the; were telling you what to think...they preferred
reading t¢ oeing read to; they read as if they were the
authors of the text. Nothing could get through them but
what they saw. They were like showmen... (II Tun 261; cf
IV DLH 166). e _
Miriam likes clear pronunciatlon but not the kind.of expressive
reading that forces an interpretation upon the listener. To -the
"intelligent modulations of men and women who imitate them, therefo
she prefers Mrs. Orly s monotonous drawl" (II Tun 61). She concludes
‘ that the way to tell a story is ‘evenly,and...without emphasis,” a -
way-that makes_ no pausevand did not disturb anything"'(ll Int.364).

‘Miriam does find an occasional ‘man who reads or speaks in the unpre—

possessing way she admires.. Lionel Cholmley reads poetry (IV CH 273),



N D o 229
'," L \ / S
an unknown man speaks at a Lycurgaﬂ”meeting (IV CH 340, 346),

[}
and Richard Roscorla reads from the Old Testament (1Iv DH 474) in a

quiet and self-effacing manner that allows the_texts or the ideas to
speak for themSelves.' Ay

Readers are not the only performers whom Miriam-criticizes.
She decides that English pec o "are not ‘innocent enough to play”

music. They are so self—consc1ous thc  <hey rarely liSten to'what they ... .

,play (II Tun 12]) Usually they appro nh it with preconceived notions

5 o

\-u' -

about its QUalfty, how it should be played or how they w111 look and

[

i
g

soynd playﬁng it (e/g I PR’ 45 IT Tun 125 175 6) Slmilarly, actors
. 2‘\ b

display their own technique - .cher -han he playwrlght s. work (II Tun
179) Only a few performe s she - encounts rs, ;ike thelstreet mu31cians
A‘and ‘Mr. Bowdoin 1n Interlm (Ll Int 301, :¢%) and Vereher inl0berland :{
(1Iv 0 36, 76), put the work aot o Ftsr.uy-of their talent,;first.;ﬁ :
Miriam also rejects the converSant uho asserts hinself in a

vself—consciously superior nanner. Again she associates the kind of - Lo
fcommunicatio% she dislikes with men. She obJects to the_emphases in ;

1so much‘of-their‘conversation on ratiocination, argumentative side¥ (
talking; and self4conSciously clever, neat' phrasing. To all such .
ﬁﬁfussing' she opposes intuitlon, unopinionated and unself—conscious‘fu
conversation, and even 51lence. ‘Miriam does not crlticlze masculine :
"thinking ‘and conversation from a position of ignorance and dlsllke.
',,Occasionally she is attracted and admiring.. Watchlng Hypo Wilson talk.'.
to two young men in The Tunnel for example;:she thinks that the. con~’
versation, however misguided is. motivated by a de31re to get at j

truth (II Tun 116) To a certain extent; too,~she admires;the_wonen

. ) . . . ', . i . - : C
’ who pursue and express knowledge after the fashion of men (II Int 354).
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On the whole, however, she is more repelled than attracted.. Men want
‘less to get at,truth than “'to score a point.i" Aware of this desire,
women respond notﬂto what men say but to everything they inadvertently
.reveal about themselves“ Responses that seeg irreleyant, theréfore,
‘really are not (III D1 170). Mirlam repeatedly denounces ”forcible
quotable words," "clever,_neat phraSes,“ (III'Dl-lé 62) and'"readyr
made remarks" (III RL 311) that fa131fy life by systematlzing and
over5s1mpl1fy1ng. Women's reputed lack of expressiveness merely is
ia refusal:to concentrate‘more upon the way they say something rather :
than upon what they say (III RL 375). As usual Miriam discovers a
':few men who can converse in an unopinionated “and unself—conscious
manner.v Shatov s friend, Llntoff for example, holds "his truths
carelessly, not as a personal possessxon to be foughtﬂover with every
other male" (III RL 312). His awareness of the-.inner lifebas most

real explalns his lack of the tradltional male conversational manner

"-‘(III RL 298)

Most importantly, Miriam discovers that 31gnificant communication
can occur in addltion to or 1n’spite of conversation if the people
'1nvolved have an awareness of 1nner reality. Such communication is
.most likely to occur between women, who communicate to each other their

astonishment at "life in its own right at first. hand" before they speak'

N r.u
i

a. word while they observe the conventions of speech,vand when they
part.. What they say ‘to each other or the way, . fhey say it are rela-
t1vely 1nsignificant (II Tun 255 III RL 280—1) They may gossip, but
such conversatlon is less poisonous than the ' cosmic scandal-mongering
‘of men, the "centuries of unopposed masculine gossip about the

‘ universe" which they call science (III RL 367) Richardson, in- an

Pl
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be still (IV’DLH;145). The<willingness to be sile

- o o231

essay  that parailels Miriam's comments, says that women's conversation

merely reveals their sensitivity toﬂother people7 She adds; however, .

that on the whole it is a'protectiye device. Women's "awareETss of

¢

being, as distinct from man's awareness of becoming, is so strong

- that when they.are caonfronted, they must, in most c1rcumstances snatch

at words to cover either their own palpitating spiritual nakedness or

that of another."31 ' .:

Sometimes women commun@hate the inner certainty they feel JUSt
in the tones of their voices. With her_sisters, Miriam contempla@es
"the low, secure, untroubled tone of a woman's voice" and concludes

that it contains everything of importance: (I Hc 464). yTo Miriam the

_ . N C PRt ,
sounds of words rather than ‘théir meanings, woég chosen for their indi-
v s . e , .

vidual,sounds and put together"to.form.patterns'oi soundsv communicate
in a_wayvthat argumentation cannot. In the poem by Coeth@.that Fraulein ‘
Pfaff readd (I PR 99), in Shakespeare (II Tun 180), in the Ru351an |
1anguage (III D1 43), in a Russian bookljfanslated into French (111 Dl

119), and in most of- her other reading (III Dl 131) Miriam touches

- reality by means of sound rather than sense. "'I can imitate any

’
sound,'" Miriam says (III Trap 435), and the 1ta11cized stressed words,

spelling according to’ pronunclation, sentence fragments, and onomatopoeia

of the interchagﬁes between people in Pilgrimage indlcate that Miriam s

sensitivxty and facility is Richardson s as well,
. Even better_than‘woman_s conversation_and sopnd forythe.communi— ,

cation of reality is.silence. "Life ought to b ed‘on'a basis of

%

silence," Miriam says; "where truth blossoms (III Dl 188 9) She is

confident that people can communicate if they T8 atient enough to"

:_in faot; is the -
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test she applies to. her relationships with various‘péople and groups
(III RL 389). Many of them fail the test. Silence is missing, for
example, in her parents’ home, her sister Sarah's home (IV MM 591-2),
«and at-the Wilson's (iII RL‘341). Other people and groups, however,
X . ’ 3 . ) . . ) . ‘
pass or at.least submit to her test. Already in Backwater she is
~amazed when Max Soﬁnenheim accepts her silence in a way she had'thought
no man could (I Bw 219);vahe4test of silence between herself and
- Shatov forces them to consider their relationship to each other
and culmiﬁafes‘in Michael's kiss (III D1 .191-2). Miriam fondly remembers
the silence of an old schoolmate (IIX RL 335), admires the silence of
* the Quakers (III RL 326; IV MM 620-1), of Dr. Hancock at work (III RL
385), and of DoniZe;ti, the proprietor of one of her favorite restaurants
(Iv DLH 235). Miriam's relationship with Amabel, too, is based upon .
silence. Trying to explain about her to Hypo, Miriam
was deafened by the shame of the realization that in a moment. I
she would have been telling him of their silences, trying to .
tell him of those moments when they were suddenly intensely
aware of each other and. the flow of their wordless communion,
making. the smallest possible movements.of the head now this
‘way now that, holding each pose with their eyes wide on each
‘other, expressionless, like birds in a thicket intently _
watching and listening; but without bird-anxiety (IV DLH 245).
"Miriam's emphasis upon silence is central to anvundefstanﬂing
. . ‘ - — : o
- of feminine realism. She dislikes speaking most because she cannot
say more than one thing at a time. Speech‘ihmediately sets up over-
'simplified 1imitations, artificial boundarigs: "'All the unexpressed
things come round and grin at everything that is said'" (IV DLH 164).

Like Te:rancelﬂewetfs proposed novel, "'Silehce, the things péople

don't say,'" in Woolf's The Voyage Out, Richardson's Pilgrimage is an
.attempt, paradoxical it is true, to express in words some of the Eomplex

' tensions and éertainties eddying simultaneously around speeéh; to
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capture silence or atmosphere in words. “An epic poem might be written

about atmosphere," Woolf says in Three Gulneas, ‘or a~novel 1n.ten
or fifteen volumes." 132 The method of such a work must not be the
fictional equivalent of direct, self—assertive, argumentative, side-
taking masculine conversation. It must be the equ1valent, 1nstead
of indirect, self-effacing, synthetic femlnine communication. It may
'include a good deal of associatlve thinking and the seemingly irrelevant
chatter that is its conversat1onal‘para11e1. Sound may communicate
the author's reality, however, as much as, if not more than sense.
The simultaneities compri51ng 'silence may be suggested by a prose
.that resembles, in- its 1magist1c Suggestiveness, poetry

| Richardson's conclu31ons about the silent as opposed to the sound
film, expressed in a series of essays on the cinema written between
1927 and 1933 parallel M1r1am s conc1u51ons about silence as opposed
to conversation and contribute additional 1nformat1on essential to an
understanding of feminine realism. Richardson cons1stently defends
' the silent film and criticizes the sound fllm, then making its debut.?
‘Her preference for.the silent film is based upon her belief that the/

!

significant experiences of 11fe, the solitary moments during which i

man becomes intensely aware of the reality of the inner life, are - !
33

4

Né@ ‘only can the silent f11m communicate such moments but

I

it also can maximize viewer collaboration. Sound films, she implies,

require too»little of the audience.34 If in the novel, Rlchardsont

‘.silent.

participates in and perceives a shift from masculine to feminine
'values, in the film she sees a shift in the Opposite d1rection, as the
‘title\\f_her culminating essay on ‘the subject indicates. "\The Film

Gone Male" she defines the early, silent film as "feminlne" becjuse
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its quality of being nowhere and everywhere, nowhere in -the v

sense of having more intention than direction and more

purpose than plan, everywhere by reason of its power to

evoke, suggest, reflect, express from within its moving

‘parts and in their totality of movement, something of. the"

changeless being at the heart of all becoming, was essen-

tially feminine. 1In its insistence on contemplation it

provided a pathway to reality 35
Whatever one thinks of Richardson as a film critic, her objection to
a medium that begins both to ignoreiviewer collaboration and to display
- its technologlcal virtuosity parallels Miriam's dislike of ‘authori-
“tarian stances and displays of SklllS in speaking, reading, and con-

versing. The inner reality that everyone shares disappears.

o
Y, e .
-

Some of the 1mp11cations of this_emphasis #On silence ‘are develdgid
further in referencesto handwriting. Richardson might have liked to
see certain sections of Pilgrimage presented as a 511ent film,36 but
, she might have 1liked even more to have the entire thirteen sections
circulated in her own handwriting.37 Miriam is afraid that shorthand
,and typewriting are replac1ng handwritlng (11 Tun 47) She rails even
against fountain pens as mechanical male writing—machines (II1 RL 370),°
prides herself on the ' picturesque addresses" she writes on -the dentists'
correspondence (111 Dl 104), and scrutinizes the . handwriting of the -
people she knows (e.g. II Tun 47, 60, 77 ILI Trap 485; IV DLH 141 -2).
| Important to the development of her theory of the novel is her

lengthy analysis of Amabel's handwriting. Amabel s letter to Miriam

~.requires an inordinate amount of - v1ewer collaboration. Amabel,leaves'

“gaps between the strokes forming a single letter, gaps between letters,
and gaps between words. Just as Mirlam focuses on sound rather than
sense so, in reading Amabel s letter, she sees . intensely expressive
individual curved and)straight lines rather ‘than total meaning (IV DLH

- 214~ 15) She contemplates, for example, the word "Egypt" that Amabel

L. '

('A\
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singles out for her attention. Miriam has trouble seeing it as
"'beautiful'".uﬁtil she fealizes_that,Amabel sees not a word but

separate, individually-pleasing létteré (v DLH“ZLG)._ Most importaﬁtly,

Amabel's handwriting does not get between writer and reader. Rather,
. ‘ . . L}

the girl herself virtbally is present, speaking and gesturing. The

Lettéf,'Miriam cohcludes; is ' : ' P : - ‘/}
-~ Alive. These written words were alive in a way no others ey - 4

she had met had been alive. Instead of calling her atten-
7u tign to the way the pen was held, ‘to-the many expressivenesses
"oﬁja given handwriting, apart from what it was being used
to express, instead of bringing as did the majority of letters,
"especially those written by men, a picture of the writer -
seated and-thoughtfully using a medium of communication,
- recognizing its limitations and remaining docile within them
so that the letter itself seemed quite g ,ﬁ~,{fess:thevv.
impossibility as the possibility of excl hX
written word, it called her directly to
making her, and not the letter, the meéditm O reS#ion.
.~ Each word, each letter, was Amabel, was one of the ‘Bany
poses of her body, upright,as a plant is u right, elegant
as a decorative plant, supporting its embellishing curves
just as the clean uprights of the letters supported the
- curves that belonged to them (IV DLH 215).
Miriam appafently‘is concerned with the way various forms of

expressibh distance both the pe%soh‘communicating and the pefsoﬁ té
‘whom he communicafes'from inner reélity. A person is most closely.

in touch with that reality wHen.he‘ié aloﬁe, éilently,contehblating
it.. He is clese to it,»too,>when"ﬁe‘is in_fhe serene‘and silent
qoqpény 6f another persoﬁ gquaily aware. Speech places him at one.
or more removes dependipg upon whether the speaker shares‘t;uthé with
equéls ;nd refrains from calling attencionlﬁo_hié mﬁnner of speaking,’
or whethér‘he offerg‘to inferiqrs;hié own limited opiniop as final |
expla;ation'and calls;éf;ention to his clgvgr paﬁner of doing so.

Thé Qriﬁten wofd remdveé the'physi¢a1 preséncelof ihe_peréonlcommﬁqi—

cating and with it, his tone of voicé, féciél ekpreSsions,'poses,'
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is

" textaure of such_doqunicatioh. Even more than Miriam's emphases

tered. Moreover, each part contains the sense of reality that

(

and gestures. If the person comnunicating is one who' shares reality,
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E&én that removal is a loss. If he is one who coerces, then that

removal is' a relief from several additional distractions and displays.
0 ' - S ' ‘ T

Amabel is one who shares. Communicating in writing, thereggre,

would be a loss, except for the fact that, as her letter shows, the

characteristics of the writer's actual presence can be incorporated

infto the handwfitihg.» The handwriting can involve the reader in sharing

and can suggest the writer's voice and corresponding visual poses and

‘gestures. ‘Meanings reside in these;and'not in the content of the

letter, which we never know. -What is important,is»that Amabel's letter
B - . . . R
: g
B AT

Real. Reality vibrating behind :this effort to drive feeling
through words. The girl's reality appealing to her own, seeing
and feeling it ahead of her own seeings or feelings that yet ¢
responded, acknowledged as she emerged from her reading, in.
‘herself and the girl, with them when they were together, some-

how between them in the mysterious interplay of their two
~beings, the reality shé had known for so long alone, brought

out into life (IV DLH 217). ' : :
All Miriam's assessments of the various forms of communication

1

 _invo1ve her apprqval of people who appeal from their own sense of

reality to that of others and who put noiobsfacles in the way..  The

analvsis qf Amabel's handwritten letter adds an emphasis on the actual

on sound over sense and silence over sound, her emphasis on indivi-

kR

‘dual visual shape over total meaning leads to a considération of the

, . ‘g
relationship between individual parts and whole in Pilgrimage and in »

feminine realism in general. The individual, parts of such'a work, - -
like Amabel's leﬁtef, have a Vigality tﬁat»makes them intéresting in

and of themselves régardless of the order in which Ehey are égfoun¥

~
A

1]
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<\hnimates the whole.

Richapdson perceives a close relationship between\the visual

v - ' ]

1 arts, going back to the days of picture-writing,38 and

es the novels she admires to works of visual art, to mosaics or

tapestries. In an essay entitled "Novels," for example, she says that

there are novels today that may be "entered at any point read back- ’.
JGs, or from .the centre to either extremity and will yet reveal,

like a mosaic,mthe 1nterdependence of the several‘parts, each one

bearing the stamp of the author's consciousness;"3§ Joyce s Flnnegan s

Wake, she thinks, is”Such a novel. The reader can -open it at any point

! .
: 4 .
rin the author's "innocence of e e," 0 can "look innocentl
g y y

land'l
ahoutﬁ 1 w1thout having to identlfy hlstorlcal perlod, setting, charac-
ters,hor p01nt in the story. Instead he'"finds hlmself within a medlum
whose close texture, llke that of poetry, “is everywhere 51gn1ficant "
and although when the tapestry hangs complete before hlS eyes, each
,'portion is seen to enhance the rest and the shape and’ the intention
of the whole grows clear, any 51ng1estr1pmay be divorced from 1ts &
fellows without losing everythlng of its power and of its meaning. "42
‘Rlchardson describes her own work as 31m}larly “all of a p1ece."43
The v1tality of the individual parts of a- work of feminlne
realism suggested by eriam s perusal of Amabel s letter also has »
| impIications for the presentatlon of character. ‘Because we are con—
fined to Miriam s mind in P11grimage, we never get a formal, set
description of her external appearance.n Reality does oot reside there.
We get, instead, glimpses of her face, hair, or clothes as she looks
in mirrors, the study of her hands as she contemplates them, observa-
vtions upon how partslof her body or various garments feel as she moves, *

i
i
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brief Observations, that her mind”registers, made by other people
about her hair or neck or figure. Aspects of her external appearance
come to her attentiong therefore? in.fragments_animated by her inner

reality. When she observes the external appearance of others; too,

she focuses upon fragments that suggest inner essence.

In March Moonllght Miriam asks whether or not 1t is "just that
stopplng,,by the author, . to descrlbe people, that spoils S0 manx novels

L
(1v MM 613-14). She obJects to- the dutiful wrltlngwof formal set pieces,

,“

'

complete'and 1ife1ess. External details are vatuable only to the extent -
that they Suggest what is essential about,the person described and only
. 1f they are introduced informally and naturally, call into play the
reader's 1mag1nat10n and appeal to his sense sf "11fe in its own right
‘at first hand." When Miriam looks through Mrs. Corrie's sketchbook ini
F.Honeycomb, she‘finds visual parallels to both approaches-torthe.presen—
~tation of character. ‘She. likes the small -quick sketches of‘various
parts of the body, especially the "feet, strange thlngs stepping out,"

going ‘through the world, running, dancing the 511ent feet of people
51tt1ng in chairs ponder1ng affairs of state." ;nd she likes the eyes,-.
looking at everything; 1ooklng at the astonishlngness of everything.
She dislikes the formal prof11es and drawings of posed bodies (I He 421)
They do not suggest the v1ta11ty of a person alive whkther or not he
recognlzes it, in an, astounding uorld.

erlam already has proved her preference for qulck informal
suggestivevﬁesa;iptions by an,attempt she makes in The Tunnel to
capture somethlng she has seen.

- How shall I write it down, the §gugg the Iittle boy made as
‘he carefully carried the milk jug?...going along, trusted

trusted, you could see it, you could see his mother. His
- legs came along, little loose feet, looking after themselves,

N\
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) pottering, -behind him. All his body was in the hand '

‘ e carrying the milk jug. When he had done carrying the

milk jug he would run; running along the pavement
amongst people, with cool round eyes, not looklng at
anythlng. Where the: crowd prevented his running, he
would jog up and down as he walked, until ‘he could run
again, bumping solemnly up and down ambngst the peopre'
boy (II Tun 256).

\

Miriam focuses upon the parts of the body, the legs, feet, and the

“hand ca¥rrying the jug. These commun1cate what goes on inside the little

L

: boy, his sense of responsibility, his concentration on-betng careful.

Then she shifts her attention to the‘eyesdof the running boy released

. and relieved of‘this unnaturalbneed to take care. We need know nothing

more about the boy's appearance to achieve a ser.c of his vitality and

reality. 'Throughout the rest of Pilgrimage Miriam's mind registers

other people in a similar manner, in - fragments. She finds people's

’ ‘

hands and foreheads *articularly express;ve. The technlcal term for

La

' her method is,'of"course, synecdoche. The whole that Miriam is so fond

of suggesting by means of a part, however ‘includes more than external

appearance. It includes the person’ 's inner reallty and the’ extent to

.vhich the'person described is-aware of;mhe vitality of the present

moment .

Related to erlam s observations of dlfferent forms of communi~
cation are het observations of male female relationshlps as a basis for
the’ characterizatlon of women 1n the novelr The Superior stance assumed

E R4
by the masculine reallst in relation to his readers and characters is”

- most evident in his treatment of female characters. Because the noveI

-

has been dominated by men or by women imitat1ng mascullne ways of

tbinking and expressing themselves, the characterization of women "has

- been inadequate.’ Women,~Hir1am insists; vcan 't be_represented_by men.

o]
‘
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‘Because by .every word they use men and women mean different things'" -

(IVTO 92-3). Shakespeare's women, for example, arekseen only fromz

the outside, only in their relationshipsuto men (II Tun 188 9) é ﬁquplly '
_unrepresentative are the "Chlldlsh ignorant" jokes men tell abdj t -

.their wives (II Int 406 -7) and the alabaster lady's forefinger,-

.,‘
exqulsite but lifeless, that is the conceited, p051ng Perraﬁée s

tribute to woman (III Trap~458 460) WOmen Miriam 1mpliE§, must be

g )
represented by women who have not abdicated, who use,t’:_ 'rdsten have

created but use them‘differently; according to their w

7)(/’
s/

Miriam, as we have seen only in part, takes one word after another and

value system;

asks what it really means. Her questioning of such "sacred cows" in the

art LI 1]

masculine wafueiswstem}as "woman, 1mag1nation," "talent " and
4"genius " to name only a few, culminates in her own characterization

in Pilgrimage. Richardson in her reviews is not quite so adamant

as Mirlam about the p0551b11ity of men belng able to represent women
"1n fiction. She sees hope for Wells and admlres the Forster of Howards
End.44‘ ?resumably only when a male writer stops feeling Superior to

-

women and acknowledges and values the inner life can he characterize

.
"

them adequately.v
— ‘eriam s observations of. different forms of communication are the ,
foundatlon for a declsion about where the feminine realist must place
“herself and her reader in relation to the“character she presents. A
character can be'described only by the ‘contents of his or her own mind.‘
Any other method is presumptuous and necessitates a superior stance,
-an author getting between the character s inner reality and the reader's.<p
Such an’ author 1mposes preconceived systems and categories, interpre-;

tations;and~conc1usions that the_reader may not wish to accept and stifles .

9



241
hisfimagination‘by giving too much information. “The author who does
so tries both to prove a point based upon a llmited view of reality and
to win admiration for the cleverness with which he does so. The outcome
‘of Miriam's observations is the containment of the reader within Miriam s
. mind in Pilgrimage. That m1nd determines all characteristics‘of the
book. Richardson is confident enough in the vital sense of reality
her method creates: to oare to present without comment all of Miriam's
vac1llations, exaggerations, and weaknesses: along w1th her strengths.
_She is confident enough in the potential sense of reality’within her
: reaoers'to dare ‘to appeal directly to it by eliminating most of ‘the
conventional props supporting the limited view of reallty promptingh -
masculine realism. - Whether or not her confidence was justified is
another question. The. neglect of her work, as well as the~cont1nued

‘ neglect of her value system, suggest that it was not.

"Shapeless Shapel 1ess"

Story and Structure in - Feminine Realism
f...the whole aim of Maeterlinck is to show how mysterious-all"
life is, 'what an astonishing thing it is, merely to live.'"

Arthur Symons, The Symbollst Movement in L1terature (1892}

" "'That's what I want to get at in this book-~the astonlshlngness'
of the most obvious things. Really any plot or 51tuat10n would
do. Because everything's implicit in anything.'"

Philip Quarles in Aldous Huxley s Point Counter Roint (1928)

Feminine realism represents ‘a-shife 1n the definition of a character s
reality from external appearances -and behav1or to’ inner awareness. It
represents a parallel shift from a Superfic1a1 world of events ano facts
arranged with a clear sense of past, present, and future,.to the real

world of atmospheres and impre551ons animating an all-encompa351ng

present moment. Miriam s rejection of stor), one of the major props of
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traditional literature and contemporary masculine realism, rests upon |
her increasing disillusionment with the explanatory poher of external
_ events and facts as wellhas her inereasing inability to see time as
- linear progression.‘ |

Miriam's-suspicion of facts is, of course, part of her rejection

of environmental explanations of human existenoe. Facts always seem to
her to acoount for so little. They do’not result from a close 1ook atl:
the world; they are imposed upon the world by people with preconeeived‘.‘
notions (I[IDl-Zl&). Confronting'faet after fact, particularly those
allegedly proving women s 1nferiority or their v1ctimization by
' soc1ety, Miriam exclaims, "'Damn iacts'"v(III RL 393; cf I PR 78§ III

D1 69- 70 III RL 287) Because,they_are arrangements df facts, she

damns stories as well. She.realiaes that people want to‘hear about

the unusual but ultimately unimportant happenings . not .about the
everyday occurences that are most real (I Bw 265) Yet she knows
'that Eleanor Dear s story cannot explain her (III RL 285) Nor can K
Amabel's (IV DLH 247). The stories Miriam hears about other people //

e ® ‘
strike herzés 1rrelevanc1es or mi51nterpretations, bereft of "solitude,
——-ﬁ) .

the marVéllous quiet sinse&of life at first hand" (III RL 367-8)

& 2

yConsequently;she*participates but atjthe‘same time'delights in the
frustration anliStener feelsvwhen he confronts the-circuitous,
associational narrator who provides everything but the seemingly
necessary facts (IV MM 569) And when she encounters a story, as in
the opera Egust she finds meaning elsewhere,.in the 'scenes,  each
with their separate, rich silent 51gnificance" (III D1 200). '”_;°f

Story 1mplies to Miriam a chronology, a past that is past’ a

future that is imminent and a present never fully realized} She, ‘on
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the other hand, discovers again.and again that the past is ﬁot~past and
that the present is cumolative.; She watches as "the early days flowed

up, recovered completely froo the passage of time, going forward with
; ) : [
to-day added co them, for ever" (III DLl 97; cf III DI 175, 11 RL 322- 3)

Into this endless present come childhood moments at the seasxde or’in
a garden (I Bw 316—17; cf II1 D1 93; I Hc 3?2;_11 Tun 212—15§ IV'DLH
177). She insists that she is not remembering but living the'same -

_ moment, and these moments give her the str:ngest sense of "life in‘its

own right at first hand.”" e Proustis Marcel, althooghiin a:iess—'T

systematized way, Miriam -oncludes that4thevmjndVS-abiiityito accomplish

‘this feat is evidence of sowcthing essential, 1eterna1.f5 When Miriam

wrftes she enters the reaz.:z of what:RichardSQn in one of her essays o

calls "memory proper.” i
Memory, psychology is today declarlng, is pass1ve consc1ousness.'
Those who accept this dictum see the in-rolling- future as living
reality“and the past as reallty entombed. - They also regard

- every human faculty as having an evolutlonary h1story. For
“these straight-line thinkers memory is a mere glance over the
. shoulder along a past seen as a progre551on from the near end .
of which mankind goes forward. They are also, these charac—
teristically occidental thinkers,. usually found believing in- .
the relative passivity of females. “And since women excel 1nd-’5ﬂV“v

- the matter of memory, the two bellef@ admlrably support each
other. But there is. memory and memory. And memory proper, as
‘distinct from a mere backward glance, as distinct even: from
prolonged contemplation of th1ngs regarded as. past and done
‘with, gath:rs. can gather, .and pile up its wehlth only ‘round .

"universals, nthanglng, unevolving Verltles that move-neither
backwards ncr orwards and have neither speech nor language.

3

.Partly be@adse'Hiria@ sees«no.neat demarcationslberweenlpast'
present, and future, she sees no neat beginnings‘and enoangs markéd by
'.significant events in literature. ‘For this: reason she reJects comeoies
and tragedies. “Between-women," she thinks,b"all the praﬁtlcal facts,

the tragedies and eomedies ‘and’ events,ﬂare but‘ripples~on a,stream

-
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(III RL 280, 303). Something.more exists than circumstances' and’

that something more, that state of being, continues before the curtain

. has been raised and after it has been dropped People, Miriam 1nsists,‘

‘don't feel pathetic; or never altogether pathetic. There is’
something else; that's. the worst of novels, somethlng that has
to be left outf Tragedy; curtain. But there never is a curtain
and, even if there were, the astounding: thing+is that there is
anything to let down a curtain on; so astounding that you can't
feel really, . completely, things like "happiness™ or "tragedy";
they are botl the same, a half-statement. Everybody is the same
really, inside, under all circumstances. There's a dead level

" of astoundfng...something' (III D1 146). -

. 9 _

Only people preoccupied with process and progress measured by facts and
events within a linear view of t1me define anything as tragic or comic.
3 LN

If story is reJected what provides structure in a work of feminine

realism? The confinement of the reader to the consciousness of a single

3

‘character prov1des unity, and thé cumulative working of Miriam s

memory prgwides.SOme structure. As Miriam grows older she notices not
¢ “x . .
. Yoy o . : . -

only'that she ‘can1live again moments of the. past but that events repeat

I

) themselves with variation, that continuity exists within change.

. s

~1M1riam comments upon some of these patterns and, because we perceive

s

additional’ones,'we are encouraged to'participate in her'mental
: EoN - : ‘ R :

processes and in the structuring'of-Pilgrimage. She notices,'for

,example, that Dr. von Heber s retreat from involvement in her life

{2

parallels Ted s some time earlier (II Int 434) : She also sees in her

kY

[}
budding relationship with Amabel, a certain similarity to her past

relationsh P with Eleanor Dear (IV DLH 217) ,She remembers aawhole

‘series of domestic fires (1IV DLH 249), a whole chain of servants.to N,

¥ | _ : . - g
Mrs. Orly (IV CH 382-4), a whole series of blue flowers that have .

attracted her:over the years (IV'DH 485),Tand a whole series of Quaker

. meetings, "always the same; and always new" (IV DH 497). - The older
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-

Miriam gets, the more frequently a present moment causes her to relive

a past moment or ereates complex reverberations;with.a series of past

moments. .Pilgrimage,like memory proper, is cumuletive,'a pearl forming

in the mascuiine worhiateund the irritant that is Mirieh Henderson.
Richatqsohvseys'in an'essey that'the‘feminine consciousness- has

a "'shapelessi shapeliness;"47 ' The phrase is an appropriate descrip-

tion of a ﬁork of art‘that’presentsvthe feminine consciousness, a work

like the one toward which Miriam aspires and like the one w1th1n which

o

i.__"eztexists. Feminine réhlism'is shapeless in that it does not impose .
upon its material frpm without, structures that are the products of "the
‘masculine systems and stereotypes governing both external life and art.

Most people, Miriam finds, unthinkingly accept such patterns. Their
‘speech, thQUghts,'ahd 1ives have,predetethined shapes. One of the

Y

most important distoVeries Miriam makes as a developing female artist
is that life has other kinds of patterns. These are perceived from
‘within as they emerge in the course of living.

How can people talk about coincidence? - How not be struck by
the inside pattern of life? It is so -obvious' that every--
thing is arranged. Whether by God or some deep wisdom in
oneself does not matter.' Therei#is %omethlng that does not
dlter. Coming up again . ancif ain, at. long intervals, with
the same face, generally arregiing you in mid career, offering
= - the same choice, ease or difficulty. Sometimes even a lure,
to draw you back into difficulty....Thergs:is something always
plucking 'you back into your own life.- APfer the first pain
there is relief, a sense of being once more in a truth....
Always in being thrown back from outside happiness, there seem
¥ -be two. A waiting self to welcome me (III RL 282-3).

Miriamtis SCFUCk by "life'S'secret shape" (1v DH 549). AtAone

' point she considers the possibility that the shape ‘might be e "zigzag'
‘(IV 0 37), a vacillation, a‘moving back and forth | Continually’she-
returns from the state of becoming back to the state of being, as

the above passage indicates. Her masculine“charatteristics send her
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in pursuit of facts and systems from which she always returns to atmos-
pheres and impressions. She involves.herself in various groups,

"worlds,™ "

1slands of humanlty always to. return to individual solitude
where she finds a perspective that includes all of them (cf IIT RL 233,
.288; IV CH 331; IV DH 424). From a desire for communion and companion—

ship,with other people she returns to "1ifelong loneliness'" redefined

as somethlng positive (III RL 322) She finds herself helplessly swinging

Both 31des represent unhealthy extremes, 11 Penseroso w1thout L'Allegro
and v1ce versa (IIT RL 245 50) Related is her_vacillation between Tory -~
and anarchist p051t10ns (IIT RL 253). Because we are confined‘to Miriam's

mind,_its zigzag shapeliness provides the structure in the apparent L

shapelessness that is 1lggimage.;~. ,g}éy ! V@&

. o8 e
_ erlam says in The TraB, "L mﬁst create é@’gife #ﬁLlfe is creation.

. _3%¢'“H R .ﬁ" f,‘ &m¢¢ )
Self and c1rcumstances the raw materlal" (11X Trap 508

:)r...

comments elsewhere underscore the c01nc1dence between art and the inner

.181
Richardson s

llfe that is 1mplic1t in so much of what Miriam says._ In one of'her

essays on the fllm for example, Rlchardson notes that art is not an
"8 ,\"‘ ’

b

awesome’ external phenomenon but a spectacle of wh1ch eyery person alive )

is ahpart.48 Every person, moreover “is a potsntial arti%t(%reating his

“own work of art, his 1ife not through action but through contemplation

‘(
'and memory. In a short story entitled "Excursion," Richardson's character

. asks,

.Life makes artists of us all? No 1onger seeing experience
chronologically, we compose it, after the manner of a picture,
‘with all the parts.in true perspective and. relationship.
Moving picture. For moments open out, reveal fresh’ contents

- every time we go back into:them, grouping and: regrouping
themselves as we .advance.
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Similarly,‘in a piece,entitled "Old Age," Richardson assertspthatv
"life makes artists of us 311_450‘ Everyone,hecomes an ‘artist to the
extent_that_he, with age,:attains/perspectives, seces relationships,
. and by doing so tOUChes_somethiﬂg/eternal; Only the feminine realist,f

/

- however, without distortlng those perspectives by forc1ng them into
#some preconceived mold, ‘combines genius and talent and makes them
tangible; Living and contemplating life provide structures for works
of feminine realism. Those structures are’the feminine realist s
matter as well as'method. -
Things Versus”Peoplef_
Setting in Feminine Realism
Feminine‘realism is based upon the assumption that a character's’
reality is his inner, not his outer life, and that the contents of‘his
mind, not the facts and events of his life are of primary 1mportance..
Richardson does not 1mp1y that the extern;l world is unimportant, merely_:
that how and the extent to which it is 1mportant depends upon the
quality of one's inner awareness. Miriam s sen51t1v1ty to atmospﬁgkes
involves an .acute awareness of tenSLOns and 311ent communication between
one person and another as: well as between people and their surrc undings.
~ .
Her insistence that a state of being is most 11kely to be attained
» in silence and solitude, however, shifts the emph351s first from spoten

to unspoken communication between people, and then from people, -whose

fussing usually obstructs any awareness of the inner life, to things e

¥ H-
and surroundings that foster the sensé of "life in its own right at first
. : 5

hand. " Miriam s increasing preference for thlngs as opposed to people -

is part of her developing theory of the novel. The masculine realist,

who sees people;in groups, presents and’definesﬂpeople in general
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according to their relafionsvtp other people and women. 1n particular,
. : i 2R X

according to their re]

¢}

ations to men.. The feminine realist, in contrast,

»presents women in solitude, perceiving in a way that has been neither

. I

acknonledged nor valued.

The word "thing? (as well as ! SOmething ) appears with great
frequencybin Pilgriméé_. erlam uses it 1mprec1se1y and chooses it,
perhaps, because of its very imprecision. Sometimes it refers to-

o

tangible objects, some nimes to'intangible presences. Sometimes it has

. negative connotations and is associated with a masculine value-system
; . ; :

A\

(e.g. III RL 340-1, 393). TUSuaily, howeVer; the connotations are posi—

i .
tive. Usually Miriam contrasts things to people and associates things Y

with what is essentlal and real as opposed to what is superficial and

false. Reallty is the thlng or the something that Miriam feels hovering

rnear when she is alone, contemplating obJects and surroundings that

trlgger memory proper. when she is forced

She isrfurthest from re
to perform a sociél I n "P,radoxically,-t ngs are

stableband‘silent, more\like people a Miriam would like th to be,

e

than are the:people she usud es making and doing, fussing and arguing
around her. In feminine realism; therefore,' itting takes'on new“impor—

tance, not because 1t~determines orie's life, norhggr anygghtrinsic
: \

qualities, but in its interaction with the femi&&ne consciy.‘

.

In the early sections of Pilgrimagz Hitiam agserts her indfbi;

agalnst the demands that she devote herself to superficial relationships o

'with other people by insisting that things are more important. ,She
delights in the Brooms old china and furniture (I ‘Bw 3421§)/and in her

,surroundings at the Corries (I He 355, 363). Sometimes she thinks

T

that she appreciates‘other people’s things and surroundings more th¥n -

A s
5 A 10
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‘\\*
they do themselves (I He 468; III RL 332-3). Increasingly, howevé?w
she entertains the idea that in some wayé "things, like beloJed bacé—
grounds, are people" (IV CH 367-8, 361). Her own few treasures, while
separate from and preferablé tdvother people, are inseparable,from
her, just as are the seasho:é and garden‘settings'recurreggi& present
in her’mind.ngimilarly;she finds.fﬁat she'cannotfthink of Richard
Roséorla apaft frqmvhis surroundingé (1V DH 5465 or, in reverse; Vaud
ap#rt ffom Jean (IV MM 574). Readers of Piigrimage Jhdoubtedly '
i;:difficult‘to thihg.of Miriam aparﬁ from London..'Thinés a
places accumulate around thém’associafions; they trigger me¢mory pfbper
and aid one ih ;heﬁreéogni;ion ofqthe endlessness of ghs/éresent
moment ., o _ - | T Jﬂ///

Miriam applies her conQiétion about fhe impogtgnce of‘surrdundihgs
difectly to the literatufe:she encouﬁters. She objec;é\hq\the'fact

/ v
ships among

that most great novelists are concerned only with relati

people (IV DH 416). When théy show people aloné, the _dd so "only to

. . - . r
explain what they felt about other people"”, (III D1 128). The solution
is not lengthy‘descriptions of:setting. Miriam criticizes most of the

novelists who write about the wealthier English social classes because,

' whilevthey describe surroundings at léngth,‘théy;ignore the pedple's
. responses;to them: A : . SR .

v+ But ingall the booksfabout":hesejpeople, even ‘in no!elettes,rthe
chief thing they all left'out, was there. They even described
it, sometimes so gloriously¥ghat it became more than the people;
making humanity look 'like ants, crowding and perishing on a
vist scene. Generally the surroundings were ‘described separately,
the background on which presently the characters began to fuss.

- But they were never sufficiently shown as they were to the people
when there was no fussing; what the floods of sunshine and beauty
indoors and oug meant to.these people as single individuals,
'whether they were aware of it or not. The 'fine' characters

S

2
. \ff‘

N
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in the books, acting on principle, having thoughts, and
sometimes, the less likeable of them, even ideas, were not
shown as being made strong partly by endless floods of
sunshine and beauty. The feéble characters were too much
condemned for clutching, to keep, at any price, within
the charmed c1rcle (I1II RL 243). K

Miriam concludes after a whlle that she herself is less dependent upon
beautlful surroundlngs than she had thought (III RL 244). ©Nevertheless,
surroundings, .of whatever sort, remain important to her. Just“aslshe
pays attention not to the story but to Germany “in the opera, FaUSt.

(111 Dl 200), so she flnds Norway most important when she reads Ibsen's'
'EEEEQ Ihe external events of the play are less important than ann

inner, unchanging reality. The repository of this reality is the

backgngund, the mountainous landscape, more real than the people and

" their thoughts, endoﬁing them with its life (II Int 383-4).

Feninine realism, then,‘involnes a shift from the'external to“the
»internal reality of é charaeter. It involves a correspnnding‘shift
Vfrom.the suPeriqr author interpreting his characters on the basis of
a limited world view and showing off‘his‘skills, to the‘author who  shares
hisveyareness?of a stable inner reality'withfg&s_readers, all of whnm
he considers.at 1ea$t-pofentialiy aware. Ihis sharing,dqes_not'involve'
an,emphésis”upnn the external details, facts, and events of pebple's
1Ives in soeIaI groups; according to’ a chronological view of time with
neat beginnings-and with endings that can be classified as traéicbor

' Q
‘comic; Instead, 1t 1nvolves an emphasis on the all—encompassing,

endless present moment in which the past is ever present within the

solltary, contemplative mind as it responds not to people but to

\ - o
surroundings. ‘ . .
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; Trial and Error: .
Miriam's Struggle to Present Reality

Throughont Pilgrimage, Miriam tries to'express in various ways the

: awareness of the stable inner life that is 1ncrea51ngly 1mportant to
: fherw Her attempts form the f1na1 component in  an understanding of'
g her feminine aesthetics. rMiriam_does more than reject man's art; she’

' aLSQ.trieS,to evolbe a positiVe alternative. -Initially she merely

tries to preserve her moments of perception for herself (I Hc 431).
. . : 6
Later on, as she becomes more 'and more conv1nced that they represent

._reality, part of her motivation is the desire to make other.people aware
; of 1t. She discovers that conflict with others as ‘well as. anger Stlmu—
' late her to put her views, 1nt0’words (III D1 219, 101 2) Vevertheless

,she has trouble'finding the best medium or ?gnje for what she wants to

express, and,lwithin each that she tries, she has trouble avoiding

traditional methods; She moves toward wgat essentially is an unusually

thorough going organic theory of ‘art according to which matter deter-
mines, inART% important respects, manner.5
Miriam tries to-express her aeareness.of.the inner iife in a
number'ofvwayshbefore she considers the novel. 'She is versatile artis-
i .

tically& The“dﬂea of becoming a writer is in her mind from her school
&

days (I BR 80 II Tun 166). But she also has a-talent for mimicry

\

‘and thinks‘of becoming an actress'(IhPR 109; I Hc 424). Moreover, an

artist adv 2T to continue_hervpainting-and*a‘musiCian to continue

£ < o .

her music (i. .un 129). Not surprisingly, then, Miriam tries to express
s ' : 3 :

her definition of reality in water-colors and music as well as in words.

Her eiperiments with the-latter‘involve‘letters, conversation, trans-

lation, criticism, book reviews, other articLes, and short, descriptive
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fillers for periodicals. Her atzémpts to express herself, running
conéﬁrrently with her observations of human communication and human

,

relations.:ips in gemeral, teach

wo related thing’s; 'She.leémé,
1argély by trial and error; to subordi éte any  displays of hersélf
or her skili to the reality that she wants most to communicate. In _
doing so,‘she aéhieVes the propertdggree of aesthétic distanée;

In Honeycomb Miriam tries to ;xpreés.what is essential inathé

) -

medium of watercolors. Yet even. as she struggles with her paints, she
/ , T . A '
, - . : i ,
realizes that her memory of the changing seascape she tries to portray
. . :.' B » . ) .
is less a picture, than a "thing," an "experience," a possession of

her own inner life (I Hc 431). Ultimately, therefore, she must turn from

attempts to capturf‘external characteristics of sea and sun anﬁ_cliff‘
to attempts to cépture the internal responses to these_sights.v The
indiféqt appeal tovthe Vi3ua1,§acu1ty by means of words can qccdmpiish
.what the direct appeal by means of'pa;nts canﬁog. | ‘
Music also ié important in Miriam's life, as it "is in Mary Olivieffs;

It is é §bmewhat more safiSfying medium than watercolors for‘the_communi-..
cation of hér sense of‘reality.»‘fhebmusic'Miriam“blays on the piamno
itriggers her cumulatiﬁe memory and, when ghé identifies it with the

reality in the‘music,vprovides'a vehicle for its expression. As sge‘ ,\\\
plays in the sﬁabby drawing-room of hfs. Baile}'# boarding house;tfor
example, music brings fortb "sudden-aﬁrﬁpt 1it£§£ écenes from all the
1e§els 6f her life, deep—rooted>mpments stiii aliQe wichin hé?, challép— ‘ 
ging'aﬁd bromising as Qhen she had left them, driven télentlgésly on"

(II Int 334). Conflicgjagain dfiveg her to exbréss whatvis reél,”to

convince, in'this‘case, the‘coLd;Vfofbiddiﬁg room‘persdnified,fof reality.’

She watches the :om shift-in attitude from affrontery to disgust as
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“sheplays Beethdven. Only whern éﬁe &

tive rather than destructlve' ‘her most concenbrated 1.‘§r51on in and

{

i - ’

‘entrates on the reality in the

- . - . . . 141 . ) .
music and forgets the room does it become warm and w®#icoming. In a-
negative environment,‘then, Miriam creates a vital, positive atmoSphere.

In oxder to do so,-however, she must concentrate not 'n the_negativef

'environment and her impact upon it, but rather on t. <al reality

s i .
to which she gives expression; Miriam's»didacticism becomes construc-

'

'expreSsion of what she defines as real. .cannot fail. to conv1nce. a“* ST

Words are a more recalc1tran§ medlum than mu51c. eriam s frequent

attémpts to express what is most 1mportant to her in letters, for

'example rarely satisfy. When she writes to her sisters, words get in

the way ‘rather than a1d her. _Often she finds'herself quoting someone

else s inadequate\response rather'than trying to.ekpressbhenzownf(I He

385—6,>431; II Tun 117*8); Slmllarly when she hastllv writes a number

'

4of letters in Sultzerland only once does she break away from .the tradi- .

-

.tiona7 manner of expressing things as if they are past and done with and

R . ) o

, try»to express, - 1nstead the llving Joy of to-day (IY 0 59) ‘ On her

second trip she apparently is more successful. Just_as_Ibsen s Brand'

brings Norway to life for her,;SOIher’Ietters bring'SwitzerlandhtO";;p’f"

.

1ifeﬂfor Rachel Roscorla’(IV HM 585). Moredver the descr tlons of

._Switzerland she writes for The Friday Rev1ew represent satlsfactory

efforts to communicate what is essential (IV MM 610—11) - As in the
case of her music Miriam s secret is 1mmer51on in her material as

»Something vividly present and an ability to give spontaneous expreS*

‘.

<.sion to the patterns inherent in 1t., It is the samepability that makes‘

her. a good parodist and imitator;' She amuses herself by writ1ng a

letter parodying Madeleine Francis Barry, then explains how she does it:

v

253 .



“

" - 254 -

"'You must not wait,'" she says; "'nor think of words. If you are in -
the mood they come more quickly than you could speak or even thin)

(%2

you' follow them and the.whole effect entertains you....You never know
- what is coming and you- swing abbut, as. long as-you kee ne rhythm,
dll over the world'" (II Imnt 420-1). Miriam tries (o capture, in other

words, some essential characteristic, then lets herself be governed

-

by it.

The ‘verbal medium Miriam most frequently uses to try to communicate

her sense of reality in Pilgrimage is conversation. In the earliest

-

sections, she merely remembers. More and more often, however, she tries

to express in wordsléhe experiences shé. relives. Sometimes, to Még and

Jan's"delight (II Tun 164) and Amabel's boredom (IV'ﬁLH.ZAB),_She adopté

. the manner of the person to whom she describes an experience. Much of
‘the time she can make her listeners see only part of what she wants them
to see. In interim,.for example, she.tells Grace and Florrie and

_Mré. Philps about the drunken Hindu in Mag and'Jan'S boardingihousen'

(2 4

So vivid is Miriam's recreation of the situation thélﬁ_,She, as well afs

‘her listeners, laugh until they cry. - Miriam, however, is not entirely’
satisfied with her' success: -
. ™ . :
< "When they write letters they begin, "Horioured~and spanking
., sir,"' wept Miriam; 'they find spanking in the dictionary

and their letters are like that all the way through, masses .~
Of.the[most’amazingﬂadjectives'....She was longing for Mrs.
Philps to see the second thing, not only the funniness of
¢ spanking addressed to a:civil servant, but exactly how
. spanking would ‘look to a Hindu. If only they could see

those things as well as“produce their heavenly laughs

(I1 Int 295-6).. ' .

3

Miriam gannot get her. friends to glimpse the contents of the Hindu's
‘mind. ' They see him only from the outside. Similarly when she tries
to tell them about her trip to Switzerland, they can "accompan [y]

i
1
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her into a life that for them was new and strange " but she cannot seem
to mahg them see "how very strange was any life at all" (v DLH 137).
Again, she communicates externals, not the inner life with which

4they interact. She has trouble primarily because her emphatic, exuberant‘
» manner constitutes an interpretation of her experience and distracts

her listeners from a contemplation ot the reality she tr1es to present

" to them. At Christmas, for_example, when she excitedly_tries to tell
Grace,'Florr;e, and”Mv . Philps about her favorite childhood toy, she
~finds, to her embarrassmemt, that their attention is focused not on it
but onlher (II;Int 298—9). She discovers quite early that an unemphatic o
 manner is less’ disruptive and more effective than her exuberance (II Int
364), but the consistent application of .that discovery to her conver—~
sation is another matter. A quieter, more self-effacing manner does

characterize her attempts ‘to describe a Sw1tzerland she has not yet seen ‘Qﬂ

to the Wilsons as well as her attempt to describe her life in London

BRN¢ 83 RL 363- 4)

Translating,_criticizing, and reviewing both provide Miriam with-
additional opportunities to express in words what she defines as real

and introduce her to the way her mind works on the problems writers,
: ‘.{;

4

» inevitably confront. In each case she realizes that her mind accunulates
‘details, pulls fragments together into patterns, and achieves perspectives,
often when she least expects it to do so. Miriam's sense of reality,. to
which the sense of reality i@ﬁAndreyev s storles speaks, | governs her com-

.pleted English translation. She realizes that "the thing that held [the

4 '

story] together in its English dress was herself it had;her expression,
as a’ portrait would have"(III Dl 143) To her it constitutes a journal

‘oE;the period during which she worked on it. Her actual mork goes . _i“

&
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v : : : v
through three stages_ First she does a "lltera;,presentatlon. Then

she concentrates en problems ptesented by 1nd1v1dua1 parts.' Finally;v

Capde
e

she achleves perspective, forgets the orig;nal altogether, and forms
. R o . . . N o e - .

f
[

T . . - e o .
'thevparts.into a whole.' In the casewofiher cr1tic1sm, the process is

similar,4 She moves' from a concenthatlon on 1nd1v1dual parts and

Ty : FO . . 2

P

problems to the achlevement of perspective.fﬁ"This was lifel" she /f/

o~

lVLQZ @ reallzes.""These strange unconsc1ously notlced things, li%ing on in

s

o ’.4J - "
vy N

— 1;“ one, comlng together at the right moment, part of a realltx" (III Dl

fiﬂbx~d l33) In the case of rev1ew1ng, Miriam constantly must remind herself !

s N ,‘ﬂ‘,' L

s """that however hopeleSSJher effort to comment on the book seems, the

.J’ ’ . )"/

- " dnswer to her prob&em/with it ultlmately w111 emerge.' The effort, she
! /EJ'/ ’ .'n@,,,

3

e h,concludes, 15 worth expendlng because each struggle results 1n a piece
of wr1t1ng”wlth a life of its owm (IV CH 352-3). In each ofﬂthese

Y<Cases; Miriam eventually travels when she writes'"down,to;that‘centre

]

¢ whete everything is seen in perspective;'serenely"_(IV_MM'SlQ);'.She
.%;aits>until‘the work'she mustvtranslate or comment'upon has become part'w
‘;’ 'ipoﬁfthe accumulated contents of her mind. _Then-the femlnine faculty for °
) ’EQ v;perce1v1ng fundamental relationships and patterns can operate u%?h?lt.
i ISR TR ,m-‘;
‘ &i¥:< ;m§, Miriam makes he )first attempt at a narrative that, from d %"if

P cations, might eventually turn out to be a novel on the order of ' ©

Pilgrlmage,in Dimple Hill. She has'in.her mind someeadvice'given to her
b§ Bob Greville already in Backwater. He asks‘her‘if“she_has ever |
considerediwriting‘and, as anAexample of'what he means, mentions a
,best-selling book entitled The ConfeSSions‘of a Woman (I Bw 2§8).f

When Miriam's attempt does not have the vitality of some of her articlest

and reviews, she blames‘her 1ack'of,sqccess on his remark.  Her pages

»
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~ represented a chase, soon grown conscious of its own futility
after something concealed within the impulse that had set her
down to write, bringing fatigue and wrath over her failure
to materialize it in the narrative whose style was worse than
that of the worst books of th1s kind. These tracts of narra-
tive were somehow false, a sort of throwing of dust that still
. would be dust even if its grains could be transformed to gold;
.-question—begging, skating along surfaces to a superficial
finality, gratuitously, in no matter what tone of volce, :
offered as a conclusion. ¥ ‘
- Perhaps if she put it away and forgot it, it‘might one day '
be transformable into something alive all over, like the best
- of the articles for George Taylor, interesting to write and
to read apart from the idea being harldled, and best’ in those
parts that ran away from the idea and had to be forcibly - '
twisted back until they pointed towards it, or cut down to
avoid the emergence of a contradictory idea. e
Bob Greville. It was Bob, driving so long ago a‘A1tt1e na11
into her mind when he said, 'Write the confessions of & modern
,woman,_ meanlng a sensational chronicle with’an eye, several
eyes, upon the interest of sympathetic readers like hlmself——
'Woman, life's heroine, the dear, exasperating creatdre '——who
‘really likes to see how life looks from the other side, the
women's side, who put me on the wrong track and created all
those lifeless pages. Following them up, evervthlng would ‘be
le¥€t out that is always there, preceding and accompanying and
surviving the drama of human relationships; the reality from
which people move away as soon as they closely approach -and
expect each other to be all in all (IV DH 524 -5).

Some day Miriam might make her narrative live 1f she dan forget Bob
"Greville's idea, immerse herselff:in the realLty she wants to communi-
cate, and trust her work'CO\emerge. The Confesslgﬂéﬁof a Woman that

. . : i
Miriam will write will not be life as ‘men deﬁﬁne it seen from the

"’woman's point_of'view. Instead it will be life as women define it from
. * . B . - . ' B ‘
the point of view of a woman able and determined to use a minimum of

masculine talent in order to express it.

%

Miriam's struggle to express the sense of reality so important
to'her‘is a continual stfuggle against.alien ways of thinking and
expfessing fhose'thoughts. She discovers over and over again in the

. A _

: N o : . ' :
- course of her pilgrimage that a relationship exists between a personfs

spiritual state 6r»§tate of mind and the way he expresses himae;f;

N
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t

Her actual statement of the discovery, however, is the result of
* "l

examlnlng both different languages and different dialects within -

languages. English dialects; she insists, are "'born of a spiritual

condition. A state of mind,-if you prefer. But '" she adds, ""the

v

Lal}

cond1t10n and the technlque ‘are’ so closely akin that you can.actually

Q» make discoveries about the state of mind by experlmentally adopting
the technique. It 1s, up to a polnt...true, that if you speak a certain'
way you w1lﬁafeel correspondlngly'" (IV DLH 164)

Applied~to[wr1t1ng, Miriam's comment suggests that you can imitate
another writer's method only up to a point. ® Beyond that point is dis-
comfort. »Her view of»method‘or style is'that the writer follows the

'rhythms of his own-thoughtvandlspeech, senses‘by means of a Jspirituali
metronome" when he departsifrom'them, and makes alternations accordingly
IV CH 352). He does not study style, then cbnsciously and cleverly
write according to hisfpreconceptions. Men'write this way, Miriam con-
cludes, but'women must'not'do S0 "To write books, knowing all about

" she thinks, 'would be to become like a man. Women who wrote

'style,
books and learned these th1ngs would be absurd and would make men absurd"A
(II Tun 130-1).. Just as she prefers the unplanned clty, London growing

vh.accordlng to its own 1aws, to the planned city of the future (III RL

235- 6), so she prefers the work of art that finds its own form If a

writer immerses himself in 1nner reality and‘writes, any direction he

takes will reflect that reality and; me ni‘gful’patterns inevitably will
..fgé?ﬁ a

emerge (cf IV DLH 171 2)
Ultimately Miriam advocates not total 1gnorance of .technical and
styllstic matters but ‘a minimal- preoccupation with them. She herself

follows a flaboriously'acquired creed" when she writes reviews: "'peware

Ay
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of verbs ito be'_and 'to have' and of 'which'; begin article-nith
adverb; pile up médification841n front of verb to'avoid anticlimax;
keep gist of sentence@till end'" (IV CH 354) Richardson follows this
creed herself throughout much of Pilgrimage..52 Thehcreed, however,
hardly is an exacting.one. Miriam's scorn for perfectly enunciated
speech and beautifully %%ecuoed handwriting (1Iv 0 38;-IV-DLH 165-6)
probably pan be éxtended to-thehscrupulous observance of the rules of\.
grammar and punctuation.' Richardson s essay,” "About Punctuation,
suggests asvmuch. She admits that the mechanlcally printed page is
.efficient but-thinks that, in general, it alsofis;responsible for a
"less organic, more mechanical" way of reading. .She is somewhat nos-
talgic]about the days when the spelling and punctuation of writers,

: o ( “
with the exception of-scholars, was inconsistent. _Yet she notes that

inconsistency has not been obliterated altogether. Certain irregula-

rities in grammar and puﬁctuati0n5ulike Sentence.fragments; "and"
used at the beginning of a sentence, and Variab111ty in the use of the
comma, continue to be effective Rlchardson S test of effectlveness is

L3

the extent to"which reader»involvement is encouraged.53 In her

Foreword to Pilgrimage she notes that her own’inconsistencies in punc—
tuation have been regularlzed, nevertheless, she insists that "femlnlne
prose, as Charles Dickens and Jaimes Joyce have dellghtfully wn them—

selves to be aware, should properly ‘be unpunctuated, mov1ng from p01nt to-

.point without formal obstructlons (1 12). .

Related to Miriam's struggle to express her sense of reality in

.

;he most’ direct and vital manner pos31ble is the problem of aesthetlc

: n
distance. Miriam very early becomes auare of the popular analogy

'between_life and the stage. She continually is conscious of her own
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itendency and that of other pe;ple to pldy roles in social situati ..
These roles, however, strikeiher as artificial ‘and remind her of'the
kinds of novels and plays she finds'inadequate as representations of
reality. To be detached endugh»to‘rehoénize"the existence of this
‘fperpetualhrole—playing, scene—setting; and human drama is not a"snffi—
cient foundation fnr the kinh Of‘art-Miriam wants to create. Such |
. ’ 3 4 o

detachment prompts the snperior amusement or cynicism she so dislikes
in a writer; o |

fv1dence of Miriam's detached recognltlon of.her own role-playing
and that of others is abundant.‘ A few examples suffice to suggest the
'nirectionvcf her development. At the Corries’', at her sisters wedding,
and at work$she recognizes herself in roles from various types of
novels (I Hc 439—40, 446; I bl 525. Increasingly, however,'she contrasts
the role as it has been written from the outside with her view of that
h role from the 1n51ne. When Mlchael Shatov kisses her forvexample, she
immediately realizes "the celebrated nature of her experience " At thev
same time, she is aware that nowhere has that experience been describedrf
adequateiy (I1I D1 192). Slmllarly, when she returns with Michael fromf.:

Faust, she sees her relatlonshlp with h1m as parallel ‘to Margaret 'S with o

Faust. Yet she notes significant differences (III D1 201) -Instead’of, :

e o

being content with' know1ng that a performance goes on, Hiriam increas—’”“

b : .*
ingly is aware of what trapsplres behind the scenes (e g.VIII RL 274)._ i
She is aware ‘that perpetual role—playing and scene—setting 1ike that of

TS

the Wilsons and their guests in Revolv1ng Lights is merely a means of

"distractlng attention from the realitles that persisted within“ -

(III RL 309).
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uring one moment at the Wilsons', however, Miriam sénses an

‘analogy between life and a different kind of stage. Then she plays

_ her part without cost, independent of sight and hearing and

" thought. Successful. Dreamily watching a play, taking a part

inaudibly dictated, without effort, seeing it turn into the

chief part, more and more turned over to her as she lay still

in the hands of the invisible prompter; withdrawn in an: explo-

ration of the features of this state of being that nothing could
reach or disturb. If, this time, she could discover its secret,

 she would be launched in it. for ever (III RL 364-5). !

" The secret is that the theater of life dbes not merely present the
external appearances and behavior of people in their relationships with
other people. It is, {hstead,"a theatre, w1thout walls"anlth‘MLrlam s
"known world and all her memories spread, tanwise'about‘her, all intent
on Qhat‘she saw, changing,.retreating to their originalﬂform, coming
forward; changlng agaln, obllterated and in some deep. d1ff1cu1t way
challenged to reneval" (I11 D1 78). erlam s theatervof life presents
all of her past eXperiences and backgrounds simultane0uslyiat the present

' ‘dmoment, allowing the'relationships amoéng them to_become clear. It

| presents what traﬁspires behind:thehscenes as vell,as_on thegsocial stage,

inside peoplegas well'as 0utside,.in;solitude as well as,ln_public,pin l

their.relations to thenselves‘and to their snrroundings as well as in

thelr‘relationsdto“other-people;' Mirian must see<her life and life'in

general as this kind of theater before she can be successful 1n her

K

. . Id
S struggle to express "life in its own rlght at flrst hand.“

. In 192b Richardson published a short poem entitled "Truth".whlch .
N A
cany serve as a manifesto of feminlne realism:

There is no truth but mine. to make me free.
- And free I am, since. my- trauth shows me bound.
" Being is freedom," passing step by step
"~ To sudden flight and falling.

Falling -and flight ‘again. Whatever moves
- Ls free, and all thlngs move, led by their mystery.
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The smallest step sets free to be avare
Of their soft breath when roses fill the air.

s o
Without‘reading too much into a slight\poem, we can see that it is an
assertion of individuality More specifically, it is an assertion of

the truth and the reality of the individual's awareness of "life in

1ts own right at first hand." ‘The poem gives no indication of the provo—.
. catlon, but the remainder of Richardson s work particularly Pilgrimage,

6
suggests that it might be read, at least i//part, as a woman's resounding

assertion of d;damaged individual awareness in the face of a masculine
fyalue.system that dismisses her as part of an inferior group good only
for»reproduCtive purposes and that imposes upon her numerous legal,
‘economic, andﬁsocial restrictions;\ Hiriam, in The Trap, wonders if a
way of life exists which reconciles determinism and free willA(III

Trap 453). She finds.hope in the'enlargement of”individual awareness.

An exposure to and a recognition'of bbth freedom and bondage provides

the artist that life makes of each of us, with the material out of which '
to form patterns. The pattern within which the truth of the 1nner life
shows us bound has a zig—zag shape, a continual alternation between .
elevatlng moments during whichvthe stability'of the inner 1ife'if*
- perceived and moments when that stabillty is submerged in ah emphasis
on step—by—step process, between moments of freedom and moments of
1mprlsonment in partial truths.//;he 1mages of freedom and flight,
imprlsonment and enclosure, appear frequently in Pilgrimage as. Miriam-
‘moves step by step to moments of flight, but falls. back to a state of ﬁ
becoming which 1ncrea51ngly is unable to limit her,‘which in fact,

increasingly is perceived as dependent Upon and encompassed by the .

state of being.
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So with the production of a work of feminine realism. Utilizing
the male desire to take language and do something with it, the female
artist, according to Richardson s definltion, makes visible the woman's

awareness of the stable inner life, hitherto unrecognized, unvalued,

exercised only in woman's s0cial art, and distorted too often into

woman"'s artifice; The female artist binds herself to masculine talent
long enough to‘give expre351on to feminine geniusr But feminine genius’
with its ability to perceive patterns in the inner life continues" ‘to
control and to govern that talent. The patterns are the focus of atten—'xm

.

tion, not the artist's superior.understanding of or skill in ordering what

>

- is perceived wrongly as chaos. These patterns structure the work of

.

art the female artist produces, not. any superficial patterns, products

'of a partial masculine view of reality, imposed from without.

Feminine realism is, paradox1cally, an exercise in both humillty

and egoism, . It is an exercise‘im&ég01sm, like so many words in Richardson's

xig 1’*;

" work, redefined As” Miriam says 1n;¥he Trag,

The only sureness in things isg action of one's own Splrlt.
Egoism? But egoism. carried fai hough .
.. Whoso would save his life mustilgse it. But not for the sake
of saving it.. And first he musgf' Ye a llfe he loves well
~ enough to make it worth losing..% e
Insufficient egoism keeps peoplégﬁ aintive....Eg01sm must be
- huge. Free from self (III Trap 46&

,female artist-character,

Hiriam Henderson, react against is the product of 1nsuffic1ent egoism.

The feminine realism with ‘which’ they counter it is the: product of an

'
inner awareness of permanence so intense that the 1nd1v1dua1 w1111ng1y

subordinates herself to it. That subordinatlon governs both the matter
and the manner of’ feminine realism in general and Richardson s Pilgrimage

in partigular.



C. "Stream of Consciousness":
ay Sinclair and Dorothy Richardson

"["reud? v s seeking for the unknown sources of the mysterious
S.ream ¢ constiousness. Immortal phrase of the immortal
James! stream of hell which undermined my adolescencel..,
I felct streaming through my brain, in at one ear and out
2t the  cher. And again I was sure it went round in my
7w, like Homer's Ocean, encircling my established mind. -
sometimes I Felt it must bubble up in the cerebellum
+iud wind its way through all the convolutions of .the true .
‘brain. Horrid stream! Whence did it comé; and whither was . v,
it bound? the stream of consciousness!" - o N
: D.H. Lawrence, Psychoanalysis and the Unconscious (1923)

May Sinclair was the first to lébel "stream of consciousness"
#he development in the novel of which Richardson is an.important rep-
resentaﬁive. Like Richardson, Sinclair tﬁinks that such novelélgét
closer than do more trgdit;onal novels to reality. She discussgs the
issue in two esséys,1 creates novelist-characters who write ﬁhe more
tragitional kind ofcpsychological nbvels, creates, im'addition, a
novelist-character who éxperiments with the new method; and "experiments
with it,hersélf. Christopher Vivé#t's description in Far End (1926)
of his'exberiment is am elabdrated compo;i:€;§f Sinclair's two esgays‘

on the subject. His experiment occurs in 1919, the publication date

of May Sinclair's Mary Olivier, her own first attempt at such a if@vel.
Richardgon's work was well-known to Sinclair;. Her essay, "The

Noveis of Dorothy Richardson," first'apéeared in 1918.2 lSinclaif_is

amqng.the few critics who defénd Richardson’as an artist. Richard-

“son, as hei essays and her characéétizapion of ﬁiriam Henderson in

' Pilgrimage shggést, immerses hersélf'in fhé inner life;that she con-b

'siderg réality, rights hersel?:when she feels that éhe obséures it or

264’
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- formulated plan imposed: from without. ,Sinclg{f#immédiately compre-
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departs from the patterns i%herent in it, and follows no carefully-
‘ . ) b [ . _;\)‘7 . + B :
s Ry

hends this mathogyf Her comments'implyi“mofeover, that it is no less
R B ) . ©
2 :

demanding than are the traditional methods and that Richardson is no

/
%E than are her more conventional pPredecessors and con-

less an arti

temporari In the first place, she must efface herself and present

. £
. .;-~\\ . :
only wh#gxshé\}magines to be the contents of her character's mind:

By imposing very strict limitations on herself she has brought
her art, her method,. to a high pitch of perfection, so that

her form seems to be newer than it perhaps is. She herself is
unaware of the perfection of her rmethod. She would probably
deny that she has written with any deliberate method at all. -
She would say: "I only know there are certain things I mustn't
do if I was to do what I wanted.” Obviously, she must not in-
terfere;...she must. not tell a story, or handle a situation or
set a scene; she must avoid drama as she avoids warration.

And there are some things she must not be. She must not be

the wise, all-knowing author. She must be Miriam Henderson.
She must not know or divine anything that Miriam-does not )
know or divine; she must not see anything that Miriam does coe
not see. 'She has taken Miriam's nature upon her. - She is not

. concerned, in the .way that other novelists are concerned, with
character. Of the persons who move through Miriam's world you
know nothing but what Miriam knows . . . « They are presented.
to us in the same vivid but fragmentary way in which they ap-
peared to Miriam, the fragmentary way in which people appear

to most of us. ilss Richardson has' only imposed on herself -
the conditions that life imposes on all of us.3 '

Sinclair'finds it easier to defihe‘Richardson‘s method by T‘
describing Qhat she does not do; neVertheless; she atpempts to des— |
ctibe the méthod'in positivg terms as well. She agrees that Rich-
ardson's works have no begidnings, middles, or énd;, but not tﬁat_this
characteristic is é deficiency. Richardson achieves something else
altogegher. Sinclair's attempt to déscribg the confinuit} ofbMiriém

Henderson's consciousness in Pilgrimage reverberates: through much

fsubsequent criticism of the novel. In Richardson's Qork,.éhe says,

S

"there is no_drama,.no situatioh, no set scene. Nothing happens. It
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isyjust lifevgoing onpand on. It ‘is M1r1am Henderson's stream of con-
. '<P/‘.,.,”"x , S .
sciousness g01ng on . and Jh. R,
- Ir' ) e . .
o+ Sinclair considets’Richardson successful in her attempt to
ellmlnate her own Judgments and superior knowledge as s well as her

- . ' Y

‘own llngulstlc and structural mannerlsms. She confines us to the world

of Miriam's sensory impressions thrOugh much of P01nted Roofs and in

& i
L il

doing so, achleves the vividness and 1nten51ty that Slnclalr also

con31ders one of the main strengths of. Imaglst poetry and éné of the

A

main cr1ter1a for. poetry in general. Just as Slnclalr sees Imagist

poetry ‘as ‘incorporating the d1rectness of prose,'so she defends the

*

novel s 1ncorporatlon of the 1ntenslty and coacentratlon of Imagist N

e - ~

poetry. She sees Rlchardson not.only as 1mp051ng $évere 11m1tat10ns
'wiupon herself by presentlng directly a slngle consciousness but also as
”demonstratlng a relatlvely high degree of select1v1ty. Ignoring'neat
fr-serles of events in tlme “she compresses much time into a fewlwords;
';sentences, or paragraphs barely mentlonlng events that‘ord;narily
'mlght be considered crucial. On the other hand she draws out a few>
. moments to cover many paragraphs and pages.. Always, howeﬁer, she ‘
selects w1th a purpose.5 ‘ R '. ‘ - . fi\\ f{
Richardson was aware»of.Sinclair's application to hervnork,of m
the metaphor, stream of consciousness, and on several occasions ex-
gpressed her dissatisfaction'with it. Lawrence, Qho'assoeiates the‘
phrase‘with the psychoanalysts' attempts to mahe\Ebnscious what
ought to be left unconsciOus,-seeshit as a threat to his mental and
moral stability. Less subjeptive; Riehardson.objects to the implica--
tions in the‘phrase cf unmittgated flux, of process unalleviated by

any perception of unity or stability.6 Sinclair, however, agrees;
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That she recognlzed the 1mportance in Richardson s work of a central
stable inner reality is indicated by the brief discu551on of Richard-

son's form of'mysticism that concludes her essiy on Pointed Roofs. -

When she applied the term stream of consciousness ‘to Richardson's,

e e S —

work, therefore, she must have intendedvig'in a sense different from.
what Rlchardson thought and dlfferent from what much later usage by

cr1t1cs indicates.

Sinclair borrowed the metaphor from¢William James. He intro-—~
duces it to eaplain‘the‘third'ot his "five characters in Ebought."
Precedlng it -are his observatlons that "every thought tends to be

part: of a personal consciousness" and that "wlthin each personal con-

. -~

sc10usness thought is always changlng. . His thltd observatlon is
. that "wlthin each personal consciousness thought is’ sensrbly con-

o ' e .
tinuous."” Every ‘consciousness, he says, even after a time gap, feels

X

that it is the same consciousness. Moreover, changes within the
conscigusness are gradual. Therefore

consciousness-. . . does not appear to 1tself chopped up in

bits.. Such words as "chain" or "train" do not describe it - -
- fitly as it presents itself in the first 1nstance. It is

nothing jointed; it flows. .A "river" or a "stream" are the

metaphors by which it is most naturally described. In

talking of it-hereafter, let us call it the stream of thought,

of consciousness, or of suAJectlve life.8

To James, then the metaphor suggests the conscicusness's sense of
1 P
1ts own continuity and unity
Both James and: Sinclair intend by the metaphor to suggest not Co ~

'only what Sinclair, four years later in- The New . Ideallsm, calls pri-

&
.mary consciousness but also what she calls Secondary consc1ousness.

<

vPrimary consciousness,is the'contents of the mindvapart-from any

awarepess of or reflection upon them. Secondary

-

sciousness is
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consciousness conscious of itself (N1 274-5, 290-1).9 In this case

.

. . L . e 10
. consciousness is aware of itself as unified. Sinclair¥s other

»'a;\ " book ofhphilosophy, however, published one:year before the appearance’

o «

of. the essay‘on Richardson, anticipateS'the full working out of the
distinction between primary and secondary consciousness. In that

book moreover, Sinclair refers spec1f1cally several times to the

-

idea that consciousness can be represented by a stream. Her comments
1nd1cate an awareness of the weaknesées as well as the strengths of

R

the metaphor. Also clear is that to her agpto Wllllam James the meta-

.

‘ phor suggests unity as well as flux. "Say that consciousness is»\g\\
nothing but a stream,- and that though it appears to have 1slands in

y.it; the islands are really only part of the stream; still the stream

would not be a stream 1f it had not a certain unity,”" she says (DI 38)
Qhe recognlzes, however, mhat the metaphor may be more misleading

‘e

than 1llum1nat1ng, that it does not suggest unity sufflciently ‘well.

Dealing with McDougall's crlticlsms of the pSYCblcal_monists position,

s

in which he *onstantly uses the phrase stream of consciousness, she
. \

1

observes ‘that "the fact _of. the unity of . consciousness can certain]y

, not be accounted for or explained ‘on the 31mple theory of conscious-—

o

- ¥

of merely ' assoc1ated states (DI 80) ' Even psychical monists she

notes, admit'as'much., One of them, who cannot find the necessary
v a

unity in the idea of a stream ‘suggests psychical dispositions

.

v
-

ness as a stream_dr'streams, or as any sequence or.even conglomeration

, as a substitute for a soul " But Sinclair says, psychical disposi- E

P

" tions must either also be part of the stream or streams in which case:

. . B ~ ‘
& M 2

1t is not easy to see how unity is to be got out of them; or they

s must be raised to the rank of extra mental realities (DI 80).

1

i



';'wdexpanding from birth to matprlty, remains stable,‘one with itself
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Both McDougall and the psychlcal monlstsw she concludes, hlook upon

consciousness both as a stream and as somethlng essentlally dis- -
301nted and they all cry aloud for somethlng to ‘hold it together."'
McDougall who ‘raises the questlon of un1ty also raises the questlon
of unconsc1ousnessa The problem is that "a sStream of consc1ousness

even with central‘@hirlpools in it of psychlcal dlsp031t10ns cannot

“have perlods or evgn moments of unconsc1odsness without ceasing to
exist" (DI 81)." .

As a description'of the working of the mind therefore stream

of consciousness seeﬂs to create as many pfoblems as it solves. James
tlntends the metaphor to suggest the consc1ousness aware of itself
¢ »

as un1f1ed but precisely in that respect is the metaphor 1nsuff1c1ent.

D&scus51ng M Janet s idea ‘that all mental 1llnesses are the results

>

o v

of dissoc1at10n of an- 1dea froh 1ts context or a mental state fgom

'the stream of consc1ousness as a whole, Sinclair toys with the meta‘i‘
. . » ‘ ' . . R v . . ,\_\v / } .
phor and‘shifts;to another. When she considers the existence of

fixed ideas,‘instincts memories _and obsessions, she notes that

k,.
‘1< o - AR

if ve are to keep the 1mage of consc1ousness as a "stredm"

we had better say that they sink to the bottom and stay- there‘
until _some eddy in the deep stirs them up again. You can re-
verse the image ... . and think of consciousness as some city

of the sea,. raised. on land’ partly submerged partly ‘reMaimed

from the sea; a sea that .threatens. perpetually to overflow ,
"the thresholds’ of its palaces (DI 258) ‘ ; ‘

Richardson_offers ‘a pool -a sea, an ocean,' and even, a fountaln as

a

"alttrnate metaphors that suggest unity, centrallty, sbablllty, and ﬁ%
depth better than does the stream.ll' She also suggests a tree, whose

central core, luminous point .« .o though more .or less contlnuously

=

'thruout life "12 Woolf's use of the ocean in The Waves and the- oak
o A - ——= aYes al

o ‘. B
* D
Voo X e s S
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tree in Orlando might be'eXamined in this context.

Sinclair, then, must have applied the phrase stream of conscious-—
ness to Richardson's work with ‘certain reservations . id mind. She

“must have meant it to suggest consciousness aware of itself as uni-

0z fied in the manner of William James Or she might have thought that,
e i -
g, \,a .

- eVen with 1ts weaknesses ‘the metaphor is appropriate when applied to

Lointed Roofs, the first of the thirteen sections. of Pilpgrimage. At

tk??ﬁearly stage‘in Miriam's mental development, primary conscious—
ness does take precedence over secondary.u Miria@\does experience the
ecstatic moments during which she perceives realit; but she is less.
likely to reflect upon them as part of a meaningful_patternrthan she
. , .

is in later sections of the novel. ‘Whatever the case, both Sinclair

. and Richardson agree that if the metaphor-does not suggest sufficient :
i . . ‘e . .
unity, centrality, and stability, it had better be modified, or aban-

doned and replaced.» i

Sinclair s comments on Bergson in The New Idealism further sug—

P

: gest that she is essentially in agreement with Richardson on this
N .

p01nt ‘Richardson, as well as Woolf and various other Writers of

psychological novels are associated with Bergson's theories with
. . -t . ¥

varying degrees of inaccuracy.'13 \Sinclair credits Bergson 'with
| D AR R | - , )
- dntroducing §pace and time’into'the discussion of memory (NI 43-4).

Moreover, she takes hef place at ‘the side of her philosopher—character

*in The Rector of Wyck who in51sts nhat space and time. are not "'quali—

tatively different '" as an attacker of Bergson s theories saysthey

'are.14A All modern philosophy, -she thinks, has been moving toward such

\
a synthesis (NI ZZO)L- Such a movement is acceptable, s0 far as it
goes. 'Sinclair remains dissatisfied;‘however; with Bergson asywell’

ey
RS
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as w1th thinkers as different as whltehead Alexander and"Eihstein, -

v v

y o

because they minimize the importance of the stable, un1f1ed self.

For this reason their various systems contain contradlctlons that

v

canndt be resolved or tolerated. Bergson substitutes -for the self,
pure time, and attributes to it the continuity and_duration’that_are
characteristics of the self or the consciousness. He reduces the self

to actlon happening in pure tlme, and deflnes reallty as a’'state of
becomlng rather than a state of belng. Slnclalr admits that
in action, in life taken in the thlck as it is- 11ved we. do get
a fusion of perceptlon and of memory ang - interest and Wlll tof
time and space, in: a continuity and onenhgss which knows nothing
- of the contradlctlons the dilemmas, the presuppositions, the
infinite’ dividings and llmltlngs of the intellect.
It is no less true that' neltherwilfe nor action in 1tself
will deliver the secret of that fusion and that contlnulty
(NI 63) -

T

Sinclair, in other words;v1n51sts upon unitlng the synthesis of

w

space and time with an. empha51s on coﬁSc1ousness. She thinks that
metaphysical-idealism, in'fact,'is saved by the attempts of recent

philosophers to leave out the mind. The failure of their ~experiment

necessitates a re—examlnatlon of the old idealist p051t10ns as well

as a reintroductlon of consclousness ‘as the only way- ‘of solylng the

‘e

contradictions inherent in. the exneriment. Ohly consciousness can

14

provide the cont1nu1ty and duration that everyone experiences and’

. : - .«

that phllosophers seek’ to explaln (NI 225-7).

Rlchardson s empha51s on consciousness is what most attracts

- ’

Sinclair to her work " She does not think that Richardson' s concern

.with presenting directly the unity and reallty that 15 the 1nnen

, B )

life. is unique among wrlters‘gf flCthn. Instead, Sinclair sees her,
as Richardson saw herselfi'as.an independent part of an increasing~ .

o




' by the greatex\?itaiity'and reality of the one character whom we do
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tendency to delve into the mind. ~ She is precedéd by writers like the
. . Y, R
Goncourts and Marguerite Addoux and equaled, among her contemporaries,

by'Joyce.15 Traditional_labels like "objective" and "subjective,"
"form," and "substgnce,"vare inadequate when one'attempts to describe

this tendency. Sinclair notes that in the novel.

’:; . ( N
what we used to call the "objective' method is a method of
afterthought, of spectacul&k reflection. What has happened
has happened in Miriam's bedroom, if you like; but only by
reflection. The first-hand, intimate and intense, reality
of the happening is in Miriam's mind, and by présenting it
thus and ;not otherwise Miss Richardson seizes reality alive.

-The intense rdpidity of the 'seizure’ defies you to distinguish

'S

S

between what 1s objective and ‘what ‘is subjective either in
the reality presented or the art that presents.16 '
Sinclair's second essay on developments in the novel appears in
192; in a book édﬂted'bbeeredith Starr. Sinclair focuses her atten-
tion primarilj“ubon the kind of novel being written by Richardson @y :
) . . i . e

L -
T [

and Joyce in which the author renounces his stance as "God Almighty" =

and limits himself to the consciousness of a single character. She
5 . . ) P . )

.conéiudes, on the ﬁﬁb%e;_that the aavantages of the method outweigh

its l£%§}ations; The confinement of the reader to ome character's
consciousness with its peculiar biases and lapses, for example, pre-

vents him“from Enowing more about the other characters’than that
consciousness .knows. Sinclair thinks' that' this limitation is offset

L J ~

v

kqu. Moreover, she suggests that the authp}}—ﬁeféusevhe inevitably

L is éﬁré kndeédgeable than his .charactér, somehow will communicate?

¢

some of the discrepancy between what the character sees and what a

situatiop'ot'persdn~actﬁally:is like. And, while unifying such a

o

,swbrk‘might'béya‘probiem, it may'be possible to present.several con-

-

. éciouSnesses,vall_equally impbrtant,l7} While Sinclair does not agréél‘

LS
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that a novel presented from the standpoint of a single .consciousness

precludes action, she“thinks it might preclude comedy. If a single'

consciousness belongs,to "'a man of action

yoq3w1ll have all hls

actions in his consc1ousness——the only place where they lmmedlately

and .intimately gre.-'

between things as we see them and things as

Comedy, however, depends -upon 1ncongru1t1es

they are, between the

. . 18 . i ‘ )
‘character's —iew and the author's. 8. In spite of what she says about

some incongruity inevitably emerging; she apparently doés not think

comedy as a result of Incongruities among the views of several con-

sciousnesses.

it: sufficient for v medy. . She does not entertain the jpossibility of

Y

o
. a

‘The novel w1th wh1ch Slnclalr is concerned in thlS essay 'is the

synthetlc péychological novel" as dlstlngulshed from the "analytic‘

psychological novel." The'éoincidente of her label with Richardson's

emphas1s upon the synthetic feminine consciousness that is both the

matFer and ° manner of feminlne realism is 31gnif1cant. In the analytic

gsychologicalknovel the author analyzes the emotlons and.thoughts of .

the emotions and thoughts of the characters,

'his Characters. In the syntheﬁfc psychologlcal novei the words are

.

just as, in Imaglst poetry,

'the 1mage does not represent something else but is reality dlrectly '

presented. Sinclair at'this point indicates a strong preference for -

is/her concern.

b
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real1ty, that unity, she tends to assume that the method of the syn—

thetic psychologlcal novel has been used without looking closely to
Y

see if, in fact, it has. From her comments on Sinclair Lewis's

Babbitt, for‘example, one might expect to find a method much Iike

Richardson's Pilgrimage.19 Actually Lewis's novel is closer to what
Sinclair calls an analytic psychologlcal novel. Although she con-

y ,
stantly talks of method when referrlng to recent developments in the‘

novel, she is cloSer‘to more recenl commentators on stream of con-

sciousness fiction who dEYiQE’}t as a category 1dent1f1ed by subJect—
(‘\

274

matter and presented by a number of dlfferent methodst20 Unlike theml”

"[however,vshe does not discriminate among theseymethods or observe. the
: o~ : : . / : :

N L.

ways in whiﬁh\some.of them.may'he combined with relatively traditional
- . N . T i

fictional structures. At the same time, she produces such combinations

herself. 'Sinclair ultimately is more intereSted in the'metaphysical

v,1mp11cat10ns oﬁythe new development in the psychological novel than

BN 5{

 she is in the @echnical varlatlons assoc1ated with it.

i
Sinclalr dramatizes the contrast between the - analytlc psycholo~
glcal novellst and the synthetic psychological novelist

in her fictlon.' She.creates several novelist—characters who are
\ . : v

<

realists;"‘ Her treatment of them‘repreSents a shift in Sinclair's

. . 2021
own career as a novelist. Some are mentloned only briefly; others:

arertreated in more detail. By realist we find that she means the

analytlc psychologlcal novellst who analyzes rather than presents

AN N

dlrectly the thoughts and emotions of hlS characters. We also find‘
that thlS type of novelist, 11ke the metaphysical realist, tends to

leave out something essential To a certain extent Sinclair admires

the ruthless honesty and rigor of the reallstic novelist s approach

P



- Liston Chamberlin's "relentleSS-realism" in '"Fame" (1926) is one

example. Chamberlln remains obscure for most of hlS life because'"he

was brutal before brutality became the fashion. ,His readers are
- , B
bothered most because he got ‘a sort of beauty put -of 1€}" and because
. - . \_r" Av‘) 22 . /. 4 . . O - .
hls\tone_is austere and humorless. _ When Sinclalr.s Tasker Jevons
.pursues hislopportunisticfcareer, hoWeverd brutalityvanparently'is'
more“fashiOnable; He consc1ously plans and palnstaklngly etecutes a

shocking and disagreeable first novel that arrests the. public s atten-
tion;’ The book like Chamberlin s work, is descrlbed as "brutal."23._,

To understand prec1sely what Sinclair mcans by such brutallty

as well as to become aware. of 1ts p0531ble metaphy31cal limitatlons, “

one must return to her first novel Audrey Craven (1897) In thls

novel, Langley Wyndham looks_upon- eople hetmeetsxas'caSes-ginVStudy'df

and transfers them'with’oreat.accur 'y 1nto hlS books. He is - a great

believer 1n the method bcth Slnclair and Richardson ultlmately*questlon.f'

"Wyndham had hls 1ntu1tions " we are told 'but he was not the man to

trust them as: such it was his habit to verify them by a subsequent

e

»logic.,E His literary consc1ence allowed nothing to take the place of

the experimental method the careful Qbservation and arranging of
y . . 1‘1 P
-m1nute facts,;intlmate'analytical;study'from!the,life. "No action was-

vtoo small,‘no emotion too 1nsxgn1f1cant for hisﬁuncompromising

_ realism (AC 134) ' Audrey Craven 'S reaction to hlS London Legends

vis inarticulate but apparently negative. Wyndham, therefore, takes

:the 11berty of telling her what she thinks of his book and, in d01ng

: so; reveals both hlS metaphy51cs and hlS aestheties. She’ dislikes his
:: book he says, because it shows humanity bercft of 1deals and motivated

. AN
I

only by rimitive passions. ~__She ddes not realize that ""these
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facts are the stuff of .art, because they are the stuff of nature; that

it takes multitudes of such facts, not just one or two picked out be-.
cause of their 'moral beauty'——for you'purists believe in the beauty

of morallty as well as in the immorallty of beauty——to make up a

'falthful picture of llfe'" (AC 17%) Superficially, Wyndham's inten—

tion to strlp the human soul of all- Purltan 1deals sounds like the

intention'Sinclair'admires in the Imagist poets.' A very distlnct

" difference exists, however, as the descriptions of sgyndham's writing.

of his next novel reveal. -
Thus far in his career Wyndham has not been able to present the
psychologlcal reqdlty of a woman because he has not had the opportunity q

1n,
u
)
»‘,(

to study one w1th suff1c1ent detachment. He let his one opportunity

’ &}‘._‘5.‘ ,xaw"

sllp when he fell in love with the object of his study. Audrey

Craven, however, represents andther chance. Neither 1ovevnor even

" friendship as he defgnes it enter, into his intimacy with her. More-

a

over, she is exactly the type of woman he has wanted to examine, "the —

o ' £ ) " ¢
feminine creature artless in perpetual artifice, for ever revealing
herself .in a succession‘ofﬂdisguises" (AC,138—9).,,His‘plan the nar-

rator says, is‘ to experlmentalise in cold blood on the llving nerve
. ‘ L)

and brain éissue" (AC 140). Audrey, unaware of his methddhand flat--

B

teredfhy'hisramaZing ability'to remenber little commentsashe has made,’

~—. . BN
H

jfalls 1n love w1th him o SR N

When Wyndham wants to discover how Audrey respond%ito a conflict
w

thod demands

between her. respect for tradltlon and her fcelings,‘his"

that he obserVe her in such a situation. ‘He creates a cﬁhilict between
her conventional morality and:her love for'him by invéighing'against ‘

the,duties involved in marriage‘and proclairing his intention‘sf retaig




-

his freedom at all costs. Aware of the torment he causes her, he

eases his conscience with the rhetoric of "God Almighty":

He told himself that his strictly impartial attitude as the

‘student of human nature enabled him to .do these things. He

was as a higher intelligence, looking down on the crowd of
struggllng, suffering men and women beneath him, forg1v1ng,
tolerating all, because he understood all. He who saw life
so whole, who knew the hidden motives and far-off causes of
human action, could make allowances for everything. There

.was something divine in his literary charlty. What matter,

then, if he now and then looked into some girl' S expressive
face, and found out the secret she thought she was hiding so
cleverly from everybody,--if he knew the sources of So-and-

s0's mysterious illness, which had puzzled the doctors so

long? * And what if he had obtained something more thanfa

passing glimpse into the nature of the woman who had trusted
him? It would have been base, me0531ble, in any other man,
of course: the impersonal point of view, you see, made all

the dlfference (AC 264-5) .

277

The extenp’to which Wyndham:exploits Audréy Craven for novelistic

purposes iskrevealed by two events. HlS marrlage to the worzan he

prev1ously had loved reveals that his negative comments to Audrey

: about marriage primarily were designed to create the art1f1c1al 51tu—
ation that w0uld_expose her reactions.

of Piccadilly, the novel based upon his study of Aunrey, reveals her.

merel¥ as an ignorant;‘vain, emotion-dominated compbsité of several”
different masculine influences upon her-life.
acquaintances plty the sufferlng Audrey and deplore the method of her

‘betrayer.

tion.

the world around him.

“into.a type rather than animates a type bi‘endowing it with»individual

Bl
-~
2

characteristics,

. évety:novelist must in order to bring his eharacter.to life, he - .-

9 4 ‘2

S

. Wyndham, a critic-friend points out;:mege}x_plagiarizes,froﬁ

describes a unique situation to which he has access under false

The appeafance of An Idyll

-rr':=

They adml;e the_form of his novel, but detect no»lmaglna—

Wyndham s f:lends and

He takeséan actual individual and makes her.

‘Instead of using his experience to.the extent-that

-

oy

SN
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pretenses. Wyndham's critic-friend concludes that if such dishonorable
behav1or is neceesary, then reallsm in the nohel had better cease &AC
287 291 cf-284,‘250). Another of Wyndham's critics questions not eo .
much the ethics of his method.as the extent to which it‘ie effective
in tappihg reality. Katherine haviland admits that Rudrey is, as
Wyndham charges, a composite of e%ternal influehces.'\she suggests, how-
ever, that what cauees these influences torcohere is the real Audrey.
Wyndham's‘study of her, however clever, never goes beneathﬁthe sur%
face (AC 299).

JKatherine's comment qnderseores;othervevidence>in the novel that
Wyndham's approach is flawed and incomplete.?‘He ignores the self,
the ihdiv&duai consciousness - that is ﬁ%ﬁre of itself as continuous
3nd unified. He ignores~the'se1f, too, when he describes the ndvelist's

)

role;'when he refuses to examine and trust his inner resources, his
ihtuition; his imagination, hutainsists upon reducing the novelist

to an aceurate transcriber -of external eventSmand-oeopfe Moreover,

he wrongly thlnks that he views hlS own reactions as detachedly as
he'views those of others. The narrator tellsfus that when thetwoh;n

he loves refuses to marry. him, Wyndham has a lapse in hlS self- knowledge;.
he perSuadeshhlmself that the woman he cannot have has no value; more—.
over, if_she has no.value, neitherhhéve women ih general. Women in
literature réther than;women ih lite become his preoccupation (AC v‘
137-8) .. Ih this conteit hlS study“of Audrey Craven becomes undiag-
nosed revehge egalnst women. Slnclalr.includes in her own more sym-
pathetic novel about Audrey Craven, therefore, a rejection of ap

alternate way of presenting such a character. At this early point in

~ her career, Sinclair.merely has one of the other characters in the
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novel assert that something holds all of the contradictory Audreys

together. She herself has not found a way of dramatizing this unity.

In The Creators (1910) Sinclair presents another novelist who is
-~ a realist. L1ke Langley wyndham George Tanqueray insists upon the
novelistls experience rather than inspiration.as the matter of his -
art. Like Wyndham's works, Tanquerayls are characterized’by, as one
'of the other eharacters’puts it, V'brutal strength and cold, diaboli-
cal lucidity'" (C 70). therature, he 1ns1sts must not bé separated
from 11fe people are the naterlal with whlch the novelist works., He
1n51sts,'however, that the novellst must do his utmost ot to put him-
- self in a position where other peoplevcontlnually‘make demands upon
him. Unllke_Wyndham, he trusts his intuitio@s.and finds no need to
verif; them laboriously by prolonged eontact with what‘or‘wﬁom he

po!tray;s

All he needs for his work 1s a brief but penetrating glance

,all he needs is "the germ of reallty. He is certain that

24 In the same novel

T owe- watch Jane Holland conceive of ‘her character, Hamblcby, not from a
close study:of a suburban bank clerk, but from the merest idea in her

head.  What put the 1dea there in the flrst place néver is clear, per—

haps the brlefest gllmpse of such a person (c 112) =

One possible outcome of the artlst s trust in his inner- rLSOUYCGS,r

in his ablllty to create out qﬁ-mere suggestlons from the ehternal
1/

world is a greater bellef in hdman potentlal in general and a more

Y

optimistic view of the human condltxon than 1s evident in the work of

,1,

a novelist iile_Wyndham who reduces man to a plaything in the hands of

L
%o
T
\)
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primitive‘forces over which he has no ‘control. Like the novelist

: Gladys Armstrong, in Audrey Craven, Jane Holland and George Tanqueray

E

'perhaps are among the "select but rapldly 1ncrea51ng band of thinkers"
who disagree over details but are "unanimous in their fearless opti-
mism" (AC 291) Jane Holland for example, presents Hambleby's callow;
_ ness but she also presents his ' indestructihle DeCency." Tanqueray,
too, combines‘tenderness w1th’his brutal and forthright analyses of

the m11ds of his characters. If Tanqueray offends he does so not be-

‘cause he plagiarizes from llfe but because the characters he creates

‘are so a11ve to h1m and so thoroughly understood by him that he has

grom—
! [Ep—
~ i1

little time for actual people and little understanding of his, telation-"

shlps with them. S v

’ rf. ) :
Sinclair therefore, actuallv presents in her fiction two kinds

of analytlc psychological novelists who play the role of God Almighty
and tell us'their characters' thoughts‘and feelings. The first does
.notvtrust;his intuition and imagination. ‘Consequently, he does not

: create,his characters~but,.insteadv,plagiarizes them fron the external
world Refusing to recognize the cenqrality and inviolability of the
"1nd1v1dual consciousness or self, he presents h1s characters as products
of elemental forces OVer'which they have nd control. The second kind

of analytic psychological novelist in'Sinclair's.fiction.does.trust his
. own inner resources to‘create'characters at the smallest suggestions
from thevexternal %orld; His trust in his own perception corresponds to
a trust in a similar potential in all men, and: to a tendency to present

Fl

characters, whatever their failings, who have some unified sense of

.themselves.. The first kind oﬂ analytic psythological novelist leaves

out the self in his consideration of the artist 8 role and in the analyseS»

e
-t
. .
~
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of his characters. The second views the individual consc1ousness, his

own'and that of his characters, as central

I4

" The second kind of realisticVnoVelist is the kind who‘would=be
: : 4

most likely to try the synthetic psycholbgical novel The stronger his
belief. in the centrality of the 1nd1v1dua1 consciousness the less
'Alikely'he is to approve the gmpqsition of one consciousness, the ar-
tist's, upon another, the chafaster s}: The more likely he is to attempt
to eliminate God Almighty altogether and to present d1rect1y his charac-
ters'. thoughts and feellngs. Uniike Richardson, Sinclair does not as-
" sociate thi®¥ tendency specifically with .the woman novelist. It is true

that when Tanquerav in The Creators accuses. Jane Holland of becoming too

involved and identifving too closelv with her character, Hahbleby,

she does not. agree or disagree; she merely encour;ges“Tanquerav to de-
velop his theory with brief, noncommital questions. "'You've got to

know %ambleby outside and inside, as God Almighty knows him, " Tanqueray -

3

ginsistsh(c 124). Missing, apparentlv, from Jane s presentation of her.
character is the detached, outside view and perhaps the comic effect

" that results from the author s view of his character Juxtaposed to the
character snview of himself, Jane Holland p0551b1v approaches the syn~r.
th?tic psychological novel, Sinclair's major concern, hcwever, in the
presentation of Jane Holland is her conflict between the traditional

geminine role- and her desire to write. Consequently, it is a male
novelist character, QPiistopher Vivart who, in Far End (1926) con~- a
-sciously undertakes ‘the experiment L
Vivart who tries his experiment in 1919 descrlé%s his aim
as the elimination of "'Cod Almighty, the aLl-wise, all—seeing author.'"

x . _
Just . as Sinclair refers to Richardson as independcntly plunging‘into .
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T~

;at~least notvinithe - '[i way 0T to the same extent. *Identifying “ith .
A o - : .:_ o . .
his character Peter Harden, as. closely as Sinclai

Y

1dentifies with Miriam Henderson, Vivart Prese

's\Richardson

1
As only what occurs,'

v Y

however vaguely or distortedly, in that charact r's consciousness
i 5 ‘
(FE€81)vwkSimilarly; when his ability to pré@enteproperly any charac-

" ters other than Peter Harden 1s questioned Vtva £ defends himself
T

much as Sinclair defends Richardson s prespntatiqn of Miriam and the
Sy K
ather characters in Pointed Roofs almost twenty years earlier In both

Vo -

Caiﬁﬁ the basis of the defense is verisimilitude, {n both cases ﬁhe ad-

3

~ . . o &
" vantages and the limitations of the life of the individual consciousness <Tf\
form the-basis of art. ™ 7 ‘“?‘7 Ly “;; . ' - f («\f

In life Vivart says, we know people only as they exist in our

.h

- consclousnesses. We can. do no more than imagine how anothermperson s

5

cpnsciousness works, asJViuart\does 1nfthe'case.of his character, Peter.

&_ .
Harden. But because he imagines and presents Peter as "'a self, cop~

~ = B e

\\\taining his own world,'" he can make him vivid’ and real to tHe reader.

-

The. other characters. are, in turn as'Vivid and§real as other‘people in
3 N i / .

Nvs 4

actual life, bec%use they exist. within theaworld of Peter“s mind In  °

5
fact, any uncertainties about them make them sSeem more real than Gad «

Almighty's characters. "'It's presentation, not representation, all:

X . v ,;\\ R . . "\
the time,'" Vivart says. "'The 's nothing but ‘the stream of Peter s
Ty e W .. %. e -
' consciousness. The bovk is a st e’am of consciousness, going on and s
. £l -‘\, ‘. -

on; fit s life itself going on and oni I don't draw Peterffeeling and
thinking. Peter feels and ‘thinks and’ his thoughts an&»feeﬁings are-

the actual stuff of the book No‘reflected stuff. I just turnlout‘the |
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contentg of Peter's mind'" (FE 82—3). Vivart's explanation is an ob- ’
vious synthe51s of Sinclair s essays on Imagist poetry and -on tenden—

cies in the modern novel , . : é : ) .
. . .

"As 1in th case of Sinclair‘s comments on Richardson, Vivgrt~says

ihat his approach is more’ dlfficult and likely to be. less popular than
that of thé novelist who plays God Almighty. 25 The function of the

Vs
artist in the writing of such a. novel is, as Vivart sees it, first of

all to imagine the consciousness of his single character. Secondly, he
- must select from among all the théughts and feelings He could present
Edirectly, onlyithose most charactzristicr Thirqlv,:he must present them '
Ty
in a style appropriate to the_characterl(FE 83). "If he can work within

th@se limitations, Vivart says, he will gain both unity and what Sin-

clair in51sts that R1chardson achieves, reality ZFE 84) Like Sinclair,

'S

Vivart fears that any attempt to present seve consciousnesses might

be made at the sacrifice of such unity (FE 85). . o wﬁ

Just as Sinclair presents‘a male’vers}on of Marv 0livier in Arnold

Waterlow A Life (1924), so Vivart attempts a female version of Peter

\

Harden in Anne Bywater' A Life. He has difficulty, Sinclair implies,, !

'1mag1n1ng a femlnine consciousness More like Tanqueray, however, than

e ;

!

like Wyndham he trusts his imagination. The fact that he is successful

underscores Sinclair's faith in the artist s inner resources as well as
her refusal to‘fdmit to any distinct difference between the minds of
the two sexes Vivart's wife declares Anne "'absolutely right'"
>’(FE 100) , Audref’Templeton says,'"'I wonder whether any novelist ever
;knew§?mmn as’ you know them. When 1 read it I h#d the sense of being
Anne’ Bywater.. I felt that you d opened up my heart and spirit to me
(FE lll)f Uhat *the consciousnesses of men and women hold in common

S | %

~
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and what both identify with in the;presentation of Anne Bywater is the

desire and the ability to perceive "'ultimate reality’" (FE 173). If a

writer can capture that element in his presentation of a human conscious-

2

hess,vthen his sex, . the sex .of his character, and the sex of his reader

become irrelevant. v

-
- .

Sinclair's Mary Olivier appeared in 1919, one year after her essay

X : ' . :
on Richardson. Several critics briefly note Sinclair's sensitivity and

.

N . po L . ’ .
accommodation to-vdrious contemporary movements in the arts and mention,
¢ Co. ’

among other influences, that of Richardson's feminine realism.26 During

‘herfprolific career, Sinclair tries a number of fictional methods and
) : ;

- combinations of methods, from an uﬁobtrusive omniscient author to a
. - ' ‘ N

Jamesian center of consclousness, to immersion, -in a manner somewhat

like RichardsOn's, in, the consciousness of a single character. The

latter method cannot be.seen, however, as the discovery, after a lOng
. . r. ¢

Process of trial and error, of a form apnropriate to her view of reality
In later novels she reintroduces more traditional eléments or reverts
entirely to her previous methods, 1dent1fy1ng, no - doubt, with the kind

of analytic psychological novelist who views h1s own and his characters'

vconsciouénesses as’' central rather, than ﬁ“% kind who leaves out. the

3

self and 3implv plaglarlzes from the external world. . Apparently Sin-
clair does not think that only one novel;stic form is the organic out-
growth of her metaphysical p051tion. Her pervasive concern with the

individual consciousness and‘its,fwareﬁess of a stable~reality“can7be.
communicated in a variety of ways.

g

~ Sinclair's experimentation suggests neither an attempt to compen-
_ . P , . e At .

sate for laek of . order andAmeaniﬁg 1n»tﬁe inner 11fé nor a search for'<
. order.  She shares Richardson's fundamental obtihlsm and certainty. Her
{ g ‘ o
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experimentation does suggest a balancing act performed on the fence be—

tween artistic 1ntegrity and . the literary marketplace in which she had
R By
to earn her living. Her artist- characters frequently claim to be in<
)
. N Q/;’
rniovators, but Sinclair makes no such claims for her own work. Adaptable

W

« v
-andteclect1C3 she consciously modifies the old and new,forms which cor-

respohd in some way to her metaphysical position She‘follows cautiously,
however, and rarely is charged with obscurity or with outrageous defiance
of literary tradition as are some of the writers in her fiction and a
number'of the'writérs she defends in her‘essays. She is_moreilikely'to
cdurtlvilification‘for herﬂcritical treatment of traditional Christianity,
fot her then relatively frank treatment of sexual relationships in and -

I

out of- marriage, and for her interest .in various psychological aberra-,-

[y

tions and psychic phenomena than for her literary techniques.

In.Maryrolivier Sinclair like Richardson, fotuses upon’ thed.wrﬂ

»

\'\ .
S <

i of a single female artist character and presents it from within. Both
. )

women when not : quoting dialogue directly, vary the person of the pro—
- noun with which they refer to their characters. Their variation takesu
slightly different directions and probably results from each author's

attempt to achieve a sufficiently objective stance infrelation to an,r“

A} ' . = 2 B
esséntially autobiographiCal character. 7 The variation does not seem

J‘l"

to 1nf1uence significantly the reader s relationship to’ the character orv'

to SUggest important differences i.. the character's relationship to

jnhher experience.28

Mary Olivier, 1ike Pilgrimage,'is'a Kiinstlerroman. Both ﬁary,and

Miriam confront and reject certain traditional notions which run
a8 counter: to the ecstatic moments during which they perceive reality,

both" struggle to communicate reality in various ways.‘ Nevertheless,
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) Sinclair covers . twice as many years of her character s life’ in a work

!

_about one=fifth as long Moreover, Sinclair neatly divides ‘that life

-

" into five clearly-dated sectionsa Infancy (1865—1869), Childhood '

(1869—1875)-‘Ad01escence (1875-1879), Maturity (1879-1900), and Middle
&

Age (1900—1910) The titles of Richardson"s thirteen sections give us

- no such information.29 The inplication of critics who note thlS dif-

fetence is that Sinclair pays more attention than does Richardson to”

the demands of art A much narrower principle of selection obviously

.

“is bperative~in Sinclair s treatment of her character Sinclair credits

Richardson with selectivity and is certain that a purpose exists be-

hind everything she chooses to include and to omit. hevertheless,vSin—

'Aclairvis less trusting than is Richardson. The latter presents many

e

~of Miriam s aberrations from what she herself finally concludes is most

representative and assumes that her reader, 1ike Miriam, ‘can placevher
vacillations in the proper perspective.' Sinclair presents only one

major deviation from an. essentially idealist position.

Mary Olivier, moreover, leads a much more circumscri_ed much less

independentﬂlife than Miriam Henderson. Her environment is not urban —

K

London.‘ ary Olivier is a novel concerned with social problems, especi—_

ally that represented by the Victoridn family, yet Marv does not come
1Into contact with groups of people, like Miriam' s Lycurgan socialists,

who discuss such 1ssues.' The p‘ople she does encounter are less various.

:Never vuntil the end-of the novel, s she free of her family. She neither

I
dives away from home and attempts to support herself nor travels to the

f

continent. Her life includes her family, two brief intervals away at

"school various men friends who serve as real or imagined mentors in

her intellectual life, her reading, her studies in metaphysics, her



music, and her writing. Externally uneventfui as Miriam's life often
seems, Mary's is even more so. ‘

Sinclair apparently isvnot so-convinced as is-Rich%Ldson that the“
synthetic psychological novel must attempt to reproduc7/the-cumu1ative
effect of memory by 1nVO1v1ng in it both reader and character Sinclair
agrees ‘that ‘memory 153cumu1at1ve (NI 231-2), but she is determined not
to confuse it, in any form or according to any definition with the
h self Memory, Slnclalr s comments 1mp1y, merely is the product of a
’person s_c1rcumstances. Like Richardson, Sinclair insists that a person

is more than ‘his circumstances. That an _event occurred at some point
’in the past is less 1mportant than the fact that a specific person was
1nvolved>1n the eveg; and remembers it (DI 40—3) More important than
the existence of memory is the fact that it can be not.only,a part of .
consciousness but an, obJect .of consciousness. Richardson, in addition
to presenting-Miriam_sareflections on memory;.presents directly much
of»her’remembering; Sinclair more interested in presenting MarX‘§$¥e—
flections, selects accordingly |

Mary's reflections lakethe form of metaphysical studies. These '

arevas important inpher artistic'deyelopment aspMiriam's observations
and cgnclusions_abOUt ways people communicate and about'their ualues

: are in hers} In'fact these aspects of the two”novels reveal more

about the developing aesthetics of the artist-characters than do the
minimal references to actual works of art° each produces Mary expresses
her conc1u51ons hovever in the 1anguage of philosophical discourse.
Sinclair s two books of philosophy, combined with the comments of

\

" several of her artist characters with similar orientations, tell us. much

’

about the metaphysics behind many of the aesthetic statements of both

Richardson and Sinclair..f

k. AR
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D. The Metaphysics Behind'a Feminine Aesthetics:
L e May Sinclair and the New Idealism *

, . ; "Natural things
+ And spir1tua1 —-who separates those, two
,In art, in morals, or 'the social drift
Tears ‘up the bond of nature and brings death, y o R SR
Paints futile pictures, writes unreal verse, ‘;f vﬁif7
. Leads wulgar days, deals ignorantly with men, _ oo
Is wrong, in short, at all- points." L
Eli;abeth Barrett Browning, Aurora Leigh (1859)

"'Don't brood too much,' she [Margaret] wrote to Helen, 'on' - i

‘the superiority of the unseen to the seen. It's true, butsfp -

‘brood on it is mediadyal. Our business is not to contrast the

two, but to reconcile “them.'" o
E.M. Forster, Howand's End (19#ll : !

a

Sinclair and Richarjson in.their essays and fiction, suggest that

v -
R reality resides in the inner .life of the ind: 1dua1 consciousness that

1 O

'in its respOnses to. immediate, everyday surroundings, to. "life in its own

right at first hand," intuits an eternal dimension in the human experi-

v

ence, Neither Richardson, nor WOolf whose view of reality~is in some
h respects similar discusses this positioanystematically in the language
' 4

‘of philosophical discourse. - To thei philosophy as’ a discipline apparently

»

visions them writing essays;and«

. "F\
but not philosophy._ Simiiyk

. Q ,,gk;’:}“ﬁ'c'g : g -
Idealism (1917) and more- seriogs_dn
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not dismi-s the disciplined development arid use of the, intellect as [
(\
peculiarly male. Moreover, if: the male propensity to make and do

can be utilized by the female. artist in order tog give tangible expres--

‘ sion in art to the feminine Consciousness, why may not

female

metaphy31cian use similar ‘means to serve similar ends? ﬁhen the fe-

male artist expresses her.values in art, she uses. it} to attack some
 of the distorted views of reality art has produced a d perpetuated

Likewise,-when the /female philosopher writes philosop ical discourse,

Hshe uses the intellect to attackJsom of the distorted views of ‘reality
_,the intellect has produced and/;e:;;iuated 2» She. encounters problems,

oﬁ course, as Sinclair sometimes does if she cannot find ways to as- ‘M’
similate her philosophical preoccupations in her art. Then characters

.,become merely mouthpieces for ideas or oversimplified representatives

y¢%; ) of them R ﬁk_
oo, e ' B e X

% f,_ For Sinclair, art and metaphysics, : along with heroism and love,

are parallel and frequently intersecting paths to the 'same reali@y

Fom

p;\llr (NI 314, cf DI 269) ‘Because the artist is most concerned with pro-»

Y

v ducing art,,as Stephen Allingham, one of her artist-characters Ugbdnts
e out,,his philosophy of art may not be particularly original or well-«\\”
. -~
‘>articu1ated nevertheless, he has one. Having a philosophy of art means
*xv“»f o o

having a: metaphysics since the funétion of art is "'to disentangle the
LB

: %
"reglity from the appearance and show 1t'" (A 157 8). According to this.

. ‘.
particular artist character as well as to ~many of the others in Sin-

u ¥

'clair s 5ictidn, art is the pursuit of. beauty defined as eternal reality

‘,f : ~\"‘

perceived through the aﬁbearances of _the temporal world. Beauty, more-

A
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No theory of art is worth anythif¥e.’'" & ~phen Allingham adds, "'that

.

doesn't take a%§0unt of ko' v [, i.BY,
In her books o: p!' sor - vo in ¥ ¢ fic ion as well, Sinclair .-

takes exXtensive ac~~ i th.t. She .- -ichias zhe metaphysics‘be—
;, N '.\ " ° 4

~hind cheXfeminine aesth:t. = that Ric .rdson, -f the three women:

writers in this study, most thorour aiy vactices. She agrees with
L : R

Richardson. that art, like = i zeds © njection of feminine values -5ﬁ
which she defines as spiritual. "Art t~l.y," she says algeady in‘l9Q8 in

: S>he. : :

a letter to Votes for'WOmen,'"is dylug of the materialism of the nine-

S
teenth century, unnerved by”that long period of spir%tual torture, of

)

-

paralysing doubt'( It is d}fng for want-of a religion, of a spiritual.

certainty." Women are the'repositories of that certainty:“
The "average sensual man" is right when he fears, above all
things, scepticism in his women. His fear is the unconscious
witness to the fact that the women's hands hold the spiritual’
destinies of the «ountry. And as Art, next to Religion, is of-
all things the most dependent on spiritual certainties, its
future also lies, at this moment, in the hands of the women.
The Ninetegnth Century was an age of material cock-sureness,
and of spiritual doubt. The Twentieth Century will be the age
of spiritual certainty. '
And this thing, this desire of all the ages, this spiritual
gertainty will, 1 believe, come through the coming révolution, .
by the release of long captive forces, by the breathing in " -
among us of the Spirit of Life, the genius of enfranchised

womanhood. %

This emphasisinpqn women and momen artists as reposi;orieékof spiritual | .u
certainty by no means implies a traditional Christian.positiiu It
impiies,»instead,;a more generelnmetaphysieal position, a definizion
.:of ultimate realiey. ’

Like Richardson and Woolf, Sinclair re-evaluates and redefines'-
vnrious‘ﬁerms fhat, unchalienged,lperpetnate misfaken notions about

reality. In fact,. she begins her essay on Richardson by dismissing

the neat distinctions: "between idealism ‘and realism, between subjective



- changing self" (DI 64).

= N ‘ < TR,

°
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[N

. " [
" and objective" that dominate nineteenth—century criticism. Such dis-

'
a

‘tinctions, she insists, have become increasingly imprecise. "Reality
»

is th;~h and deep,' she says, "too thick and too deep and at the game tiMe' -

too flu1d to be cut with any convenient carving knife. 5. To get at this

complexity Sinclair; who on the whole prefers the dilemmas inherent in.

~ . ~

‘idealism to those of realism, proposes a "new idealism." She concludes,
‘as has Evelyn Underhill before her,6 "that unity, in some form or other,"

' AR ' -
15 a necessity of thought" (DT 148). - She has some difificulty finding

a term flexible and comprehensive enough to describe this unity or

reality. "Spirit," the term she chooses, 1is identified with the "un-

] R ¥

The self as a repository of unity ig cend;al to Sinclair S new

lidealism She ‘insists that the realists, who*simultaneously deny their

udesire fbr un1ty and seek it in the wrong places, take serious note of

it; Nevertheless, she also" in51sts that the traditional idealists ac-

knowledge the world of space and time that the realists so carefully

:describe. Indeed the heightened moments of insight so frequently

dramatized,in the‘fiction of Sinclair, Richardson, and, to some extent
Woolf, result from the interaction of the individual consciousness

with the external world. Life fully lived in present time andrspace row

ing not always successfully,; ¢ Ixine the positions of the‘old {deal-

CRRRE R &
ists, the new realists?'and the new idealists.7 She very much admires
the realist philosophers among whom she includes thinkers as diverse asd

Samuel Butler, gzhxi‘Bergson William James, Bertrand Ruesell S ‘Alex-

ander, and Alfred North Whitehead She even wishes that someonevwould
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persuade her to adopt their position, then she might ‘be freed from
. 1

what she calls metaphysiCal care" (NI x) Her 51tuation parallels that
\
of a phiibsopher created by her novelist—character Christopher Vivart,

_in Far End In his search for a definition of ultimate reality, this.

: philosopher switches his allegiance from the idealist to the realist
position. Unlike Vivart's philosopher—éharacter ‘however, Sinclair
’ ’ ) £k o
' ultimately is not persuaded. Nor'does she agree with Vivart's statement

' -
/

that all’ attempts to find common ground between realism and- idealism are
Ly -

doomed to fail. Far End was published in 1926, four years after Sin-

‘clair's second book: of philosophv but the point in time at which Vivart

makes his oéservation predates the War and thus Sinclalr s ‘own maJor

: philosophical eﬂforts. Vivart, when" he‘writes the novel on the philo-
- ' 14 -

sopher s conversion maintains his own peu;rality on the subject.: In

A

1919 however when He writés tﬁe etperimental novel that he describes o
. S v oy
much as Sinclair describes Richardson s work his comments indicate a

decided preference for the 1dealists position.' "'All our worlds are

egocentrié,'" he”insists. "'You can" et beyond your own conscious—

-

ness'" (FEﬁBZ). The movemen; of oné‘of inclair's mgﬁor artist—chavac—

' A
.ters from a novel on metaphysics to an _xperimegtal novel in whach the
. &
writer limits himself ‘and ‘his reader to the consciousness of a single

v

character indicates her aCareness of the ‘close relationship between

metaphysics and art as well as the possible relationship between the

'artist s definition of reality and his method

} A number of other artist characters in Sinclair s fiction take

- positions similar to Vivart s. What they glimp about the centrality

of. Thb individual consciousness one of Sincla r'§ other characters, a . oz

philosopher experiences as a continual reality.'~Mr. Spalding in "The / :

Py
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Fiﬁding of the Absolute" (1923), dies and enters a kind of 1dealist s

1tavcn where he and Kant discuss the differences and similariti S be-- -

tween heaven and earth. Kant is gratififd to find that every ne in

heaven both refers to space and time as-. states of consciousness and

.
creates his own. All of these states are coordinated with eath other,

- as they are on earth: ’means of a public s em of measurement. The
they Y ) P b/ !

. . .

primary differen;e/%s}fhat in heaven this system is recognized as a{F”J

bitrary, no one believes in absolute space or time. Spalding tells Kant,

however, that Einstein finallv did prove‘public spaae and’ time to be
3} .

relative.‘ Kant notes, moreover, that inadreams men on earth create their :

' e

, : ) ..
. own spaces and timés“s men- do in heaven. When Spalding ohgerves that we

“

~ ~ . R L ¢ /~ hoov v
can éﬁ(:: into other people s states of mind in‘heaven while on egrth - dr'
coe - 2 i
. they aré&r closed toﬁus, Kant points out’ that in telepathy and,elairvoyance,'

v

men o earth do enter.other people s ptates of consciousness (US 349-54).

v »

Tne differences between heaven and earth in other words, a[’\differences

of degree. We glimpse throggg,the temporal world the reality with yhich

we are united in eternity. : . ’

&

\: Sinclair readily acknowledges that the new realists ‘are justified-l:f‘
’) in attacklng traditional idealism if they identify it with solipsismA,V
;)//r~or subJective idealism The destruction oﬁ\that position, she says, is
relatively easy and nqt worth ﬁelling upor. ;;:e the new realists not,
so ready to assune that th;y had destroyed zll other idealist positions'

“with the same arguments (DI_2 3). Sinclair insists that ‘the new real-

"ists come tg Tergs with ide 1sts who either do not insist that the

'external world. is entir:;y/dependent for its existence upon ‘the indivi-

- . \

S dualxcgziciousneSS'or do not consider the issue to be of significance
e (D1 315—1’; cf 1 NI 272- 3) Her hypothetical idealistic monist says ‘

\.
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to the realistic pluralist' dy g "-2 £ S .)L _

This multiplicity and change that you fin@ in . the uﬁiverse g also
find. ' There'is not one sensible or intelligible fact in the
whole collection to: which 1 ‘should refuse the name of reality,A
provided gt he Understood that ‘not -one of these is tHe Re ity
I am look hey ror. " There 'is no sort oﬁ/necess1ty to go dut and -
look for multiplicity and change when you have got them all y
around you.: I want tq. kdow what, if’ anything, lies behind br at .
the bottom of: multiplic1ty and c¢hange, . -+ I ask you howw-
there can:be multiplicity withfout something that multipiies w

. itself, or change without. something that persists throughout = °

change . . Without the unchanging One, the many@and‘the
changing cannot be (DI 306) : . 7

~ g . —
- .

[

B Sinclair obJects pwimarily to the realists reduction of the self K deL

or individual consciousness to the role oﬁ passive spectator (DI 180, o

. L3 :
~ : -
216; NI 28) .- (ﬁs caswal looker:paJ the sglf does not create but merely

s
discovers reality, 1t does not create b@t merely perceives relation— ~

k]

ships (NI\29) Coﬁsqiousness is reduced to ‘a pure featureless trans—

. parency let down be%ueen sub ect and object " and everythan of inter—
g

,’

. w .
est and importance is credited to the obJect (NI 31—2) : According to

“

the new realist objects have an efcht upon consciousness but con=’

sciousness has no effect upon- itself (NI 33) The new realists major",_

\ [

’threat to the Jidedlists' position is inherent in this denial .She

S

asks ‘the realists, therefafe' to consider a distinction between primary
gy

. and secondary consciousness Their doing so, she thinks, will resolve'“

A |

many of the disagreements between idealists and realists who at present
vtalk about one. kind of* consciousness when they mean the/other (NI 274).

Primary consciousness she defines as the cénteqts of the mind. aparu

: /,\\
from reflection. It 1is "the whole block immediately present in con- -

:sciousness, before reflection, judgment, or any sort of sg;ondary

_awareness has got to work on it." Primary consciousness<includes, ’

.

therefore, "all the objects and events and relations and,conditions whiCh
p )
are immediately presegﬁ in it whether pe ceb%ed “or conceived, remembered

x}

.‘%
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' 1dea of Spirit, not of the traditional Christian God whom she and a -

. gjix'"‘ y | N " | R | 295

anticiﬁated or willed.. It thus includes space and-time motion and all

the other categories, all ghe empirical qualities of matter, all empiri-

cal quantities and intensities, all ‘sensa, a11~percepts and concepts, all
acts of will, all feelings, passions and emotiy whern and as experi—'

enced, and all the raw material of judgment and Teasoning" (NI 274-5).

. . . Yy .
The realists, Sinclai}‘insists,-make the mistake of assuming 'that only

objects in the external world can give to consciousness any objective

-

content. ‘{She notes that, on the contrary, consciousness can be_con-

’

\scioug of 1tse1f The m1nd can work on the primary content and make

that its objectp This characteristic, which Sinclair’ cal secondary

s
i Sl

consciousness, 1ncludes "observation, reflection and meditation, judg- -
ment, . 1nference, and every form of reasoning, syllogistic or empirical

believ1ng, disbe11ev1ng and opining, imagining." Instead of merely

T—— T

"being conscious," it is, in its . highest manifestations "knowing. It

is, therefore, the prov1nce of all error as well as all- truth (NI 290—1)
\ A ,

Sinclair makes a further distinction however,'one to which she is

certain the realists will obJect. Seco ary consciousness is dependent

upon primaxy consciousness, she notes, but both are  dependent upon what

she calls‘"ultimate consciousness." Ultimate consciousness, she admits,

merely is another way of referring to God (NI 296) .This very general
concept of God howeVer, is an outgrowth of her flexible and inclusive

}

ber of hér fictional characters reject.‘ The concept is closer to the
God of Pantheism to whom she and several of,her characters are attracted N
but ‘about whom they remain ethically in doubt (NI 304 -8) . Sinclair ‘
counters the realists certain objection to her dragginy/;n of God" . "

(NI 297) by insisting that, while realism is justified to some extent
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- reality traditioz "1 ideals or Creates its own without acknowle

'-it, and without looking to it and through it for ultim

e

'-tion" (1898) ~an "'I" dealist" is an egoist "an insufferable bore, "

296
when it denies ''the human shbjectivity of expegﬁence," it is not justi-
fied when it denies "the spiritual nature of reality" (NI 300) lo do
so is to ignore those intense ‘moments practically everyohe experiences-
during which they perceive the spiritual dimension of the human experi—
ence. Richardson s Miriam too, ultimately defines such moments as

"God," Rapturously observing an outdoor scene in Dlmple Hill, she ex-—
: 8

a

claimsv i have seen ‘the smile of God. Sly smile.'™

In her fiction Sinclair rings numerous variations upon 1dealism and

realism and all that we associate with the two terms. “Idealism" is a

s

AN
pejorative label on.the ;ndividual consciousness accepts as ul mate

ging the
against

naQ}t%ﬂ'TheQ

external world of space and time without checking thoizé&deal
a

@

,w
: Christi deal of another 2{#1d and the corresponding deprecation of

the . temporal world and thexéhrtal body hampers a number of Sinclair sA -
charaaters.v So do related abstractions like the ideal of behaving beau-
tifully Ehat governs Harriet Frean' s life and death, the notign of . honor

that governs the renunciation of Anthony Waring 1n Sinclair s last novel

and the ideal of filial devotion and duty that restricts the lives of |

v

" so0 many of her characters, male and" female.._IdealismviS‘a positive

term in~51nc1air s fiction only when it implies}the ‘new idéai@%m that

puts the individual consciousness first, but perceives and communes

' with the spiritual dimension in the temporal world, eternity through

sayr~, "'when people call you an idealist it's @ polite way of. saying

'you're awfailure'" (AC 42). Or, as Dick Verall 'says in "A Hero of Fic-
2

/

'llg-

w’

g

~time, spi-it through flesh. Otherwise,‘as Ted Haviland in Audrey Craven _

4
Y
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the phrase'Mrs. Ramsay later uses to describe the I-saying Tansley in

WoolfT\\To the Lighthouse.

Realism or "real ar ~ar in Sinclair'e fiction with corres-
ponding if not greate; equ. 7, 3l~ess, What Sinclair calls realiSm in
metaphysics,is not what' + nraises .as the presentation of’realitz.in
art. The latter is a product not of realismwbut of the nen idealism. .
that acknowledges but eees through the temporallworldfwith whioh_the _" ' -t
lrealistsdstop. The emhhasis is not on7what‘is perceived, but on ser-

: ception.’ Neverthelees Sinclair and her characters often‘reﬂhr to the.
.temporal world as reality; In‘these\instances, the meaning of the

word is close to that of metaphysical realism and usually is opposed

‘to’an ideal or dream which is one of the misguided, purely mental ab-
TN

stractions Sinclair questions.\\Characters,who definevthe'world as an "

-opposition between dream and reality create a false dichotomy. odca-

sionally Sinclair used’"actuality" or "the actual” in place of reality({““b B
in this sense.’ On the whole, however, she seems to think that the

term is not-sufficiently positive in its connotations:™ Jewdwine 8 de-

.

nunciations of."'the fugitive actnalit§d" in The Divine Fire, for in-
.stance, do not suggest;that”the\temporal world is a vehicle/%or ulti-

mate"reality: For this ~ asonm, perhaps, Sincfhir often uses reality to 7

refer\goth to ultimate reality and to temporal reality, trusting i the

t

context to communicate the distinction.

The ;eference'tO'The Divine Fire suggests the ideal most debilitating

to the artist next to the idealization of Art.' It %& the idealization_

.of the past and the corresponding denigration of the modern world. Keith

Rickman, the poet in The Divine Fire, as well as .several of Sinclair's

‘other artist-characters, initially imitate traditional art forms and

S =
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. ) C A
dopt tradifional subjects and themes becausé they believe that the
modern world, in its ngliness, cannz; inspire_great art, ‘?gat is ugly

in the modern world, as Stephen Allingham, the poet in The Allinghams,

r
and Owen - Prothgro, the poet in The Creators, discover, is essentiafl

unreal They come to accept,-.even to dellght in the immeolate present
and to perceive the Spirltualbelement inherent in contemporar& existence.b
Richardson s eriam and, to soéme extent, Woglf's Orlando develop in
the saﬁe;direction.
Hary‘01inier, like most of Sinclair's artist;characters, cannot
be considered apart from her metaph}éical breoccupations. .éhe followa'

i T

a’course'of.study,,ln fact, similar to the one evidentgin Sihclair's
" books on philosophy. She directs much of her intellectual activity
toward challenging the traditional Chrlstianity that seems to have no
relatiomehip to her experience. What she searches for in her reading

is a metaphyslcs thatfaccounte for the'ecstatlc.momendg'She, like -
" Richardson's Hiriam, intuits are glimpses of ultimate:realit§. Al-

‘ready in her childhood, she divides her life into twé parts, "here"
!

versus "there," On one side is everything she cjgzs about, all the

people; animals, actdvities, and joyoushmoments-that are real and im-
portant to her. On the ocher side is a contradictory.and contentious
,God who 1mposes dutiee upon her -and who yet seems irrelevant The ‘
.direction of Mary s intellectual pilgrimage is, like that of Richard— :
son's Miriam; toward an 1dea of God that can be reconciled with her
sense of reality. She is not only conc rned, as is Miriam. with accentev
1ng her sudden, happy moments as most real and then describing them, o ¥:
but also with explaining them in the context of philosophical thought.

3
Mary s moments of: happinesscome to her in various ways throughout



Christian notions, ~In various

\

her life. They come at first unexpectedly, unaccountably, somiaimes

299

(s

trlggered by various si"hts and sounds, sometimes even in the midst of
trouble. She begins moreover, to’ discover that they are shared by
other people and expressed in literature and other writings that she finds

in her father s 1ibrary Like Richardson s Miriam _she finds the people -

-

she encounters in books more real than those she meets. 1In their books
she finds the best 1nstead of the worst of Plato, Spinoza,: and Shelley.

They, too, experience moments of sudden happiness and associate them

w1th beauty, moreover, they express those moments beautifully (MO.-130-1

134) Unaccountable and various as .such experiences are, they represent

v,

to;Mary something stable and real Her early ecstatic feelings, however,

do ‘not last. After a long lapse, they eventually mellow into a calm,

N

happy certainty of contact with an enduring truth (MO 311—12 367 375)

2 middle—aged woman, she sums up the part such moments have played in

.her life. Her happiness "had come to her when she was a child in bril-

' liant, clear flashes, it had come’ again ‘and’ again in her adolescence,

with more brilliant and clearer flashes‘ then, after leaving her foriW’

~

twenty-three years, it had come like this-—streaming in and out of her

till its ebb and flow were the rhythm of her life" (MO '377). T< under-

stand the(gap during which Mary does not experience her sudden happiness,
one must understand more about ‘her metaphysical studies. ‘ |

: Mary s early experience of ecstatic moments, combined with her dis-
covery that other people both experience and express them 1ead her to

explore other notions of Go

i

at are less austere than the traditional
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fun Hand who are\hpre honest and less demanding in their relation-
%hips with ‘men (MO 78-9). . Wary is ‘attracted particularly to pantheism
the view that'"'all things are God ' because it seems to explain the.
‘moments of happiness she experiences (MO 98 100)

She is very much alone, however, in her metaphysical quest. . Be-

. % : L . '
. fore her is the example of her Aunt Lavinia, whose religious opinions,

"~ frieunds, and acquaintances have been scrutinized and Judged unsu1table

by the Olivier brothers (ﬂ? 106, 221) . In this: cllmate of disapproval
and coercion Mary is forced to study the lhirty—Vine Articles and to

vprepare herself for confirmation._ She feels as though she.sits in a
 room
full of wool; wool flying about hanging in the air and choking
you.’ Clogging your mind. -0ld grey wool out of pew cushions that
people had sat on for centuries, full of dirt. iz

Wool, spun out, wound round you,; woven in a net. ou.were
tangled and strangled in a net of unclean wool. ‘They caught you
in it when you were a baby a month-old . . . . You would have to
cdt and tug and kick and fight your way out. They were caught
4y it themsélves, they couldn't get out. 'They ‘didn't want to get

The wool stopped their minds working. They hated it when
feir minds worked, when . anybody s mind worked (MO 113) ‘

uch like Joyce's Stephen, must fly by such'nets as family and

.o

[*}

tradi ional religious belief. She'does notlleave‘home,vbut she does

e to be confirmed and she does yoice her resentnent of the vons

. her parents made in her behalf when she was too young to hzse any say

in the matter (MO 112). Her rebellion manifests itself largely in

: ne ative wayst. She;gannot imagine explaining to her mother what’she 4.

b 1ieves. Mgﬁfover, difficulties inherent iu pantheism, like accounting

| or evil make her hesitate to declare her belief (MO 143—4)
‘.Mary s interest in metaphysics @nevitably involves‘her'in the x‘v'-v

. .-

realist—idealist controversy} " Vhen she ponders, already in adol ence;<

Xy

S |
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whether the world is 'in your mind or your mind in the world," the though~

‘occurs to her that "God’s mind is hat both- go on in" (MO 137) ~ More -
’than anything she wants to definf "'Reality, Substance, the Thing—in- f;
dtself.'™  To th1s‘end she reads‘numerous philosophers who cause her to
consider various definitions of reality. Spinoza calls it God ‘(MO 243)
Kant cheats her by never telling her what it is. Schopenhauer is. more
satisfying with his idea of perceiving reality or God through beautiful
things MO 254) The Upanishads provide easy answers unsatisfying to
"a robust, healthy intellect (M0.277). Hegel finally'ddes.what Mary had;«
wanted Spinoza and then Kant to do. He says that "thought ﬂiﬁ the Thing-;
'in—itself"‘(M0'278). | | ‘

At this most idealistic point in'her intellectual development Mary

o

encounters variants of the realist position 4n several writers on evolu-
* tion and heredity Reading them, she realizes that - she has not given
,suffic1ent consideration to the external world. Instead she has 'spent
most of her time in the pzssirnate pursuit of things under the form of
eternity, regardless of their actual behaviour in time" (MO 289) She
‘swings, therefore, from a conviction in the supremacy of the individual
:consc1ousness té a ‘conviction in the supremacy of temporal forces she
had considered external and destructible.,

Ultimately, however, she achieves the intermediate position of the‘
new idealist. Observing that evolution and heredity allow room for
_much individual - variation (MO 290-1, 294 375), she reaches the position
Sinclair takes in A Defence of Idealism when she affinms the individual

g

over the race. "The race, she insists much 1like Richardson 8 Miriam,

"ig nothing but, the sum of the individuals that compose and have composed

'it, and will compose ic.” ~She adds that "the Individual is not his ‘§L



S
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heritage. His heritage is his" (DI 36-~7). Mary Olivier decides that
the most important part of herself, the.part that is free of heredity,
includes her ¢ <nts .of happiness 65(0] 311—12) Increasingly she .asso-
ciates them with reality, and reality with God (MO 373, 378) Tradf;
tional Christianity s insistence upon the separation of ‘man from. God
she sees is an illusion. So is the image of a "meek and mild" Christ.
'Mary sees Christ as a rebel who tried to tell people that "their ‘hidden
self was God.. It was: their Saviour. Its existence was the hushed
secret of the world" (MO 319—20) |
The idea that man and God are separate is the result of attaching
.primary importance to other people and to things out31de oneself “Mary
'concludes that even her metaphysical struggles have not prevented her
fromAfalling into this trap and from losing touch with. reality for a
large portion of her life. Her happiest moments, she decides came not
from people or things but from within herself (MO"%Z@ 9) Her final
:metaphysical p051tion, then, is not to demry the various ways in which
people are determined At the same time she refuses to deny the even
more fundamental "certainty of freedom." Moreover "the flash point of
Hfreedom was your consciousness of God" (MO 377). That consciousness,;
_once attained, cannot be lost MO 379). Mary, then, acknowledges the’
'temporal world but reaffirms the cencrality of the individual eonscious—
ness which perceives its spiritual dimension. —y
As in the case of Richardson's Miriam, Sincf%ir s Mary develops

simultaneously on several levels. At'the same time‘that she rebels‘

against traditional Christianity and against the inadequate definitions

302

of reality she encounters in her metaphysical studics, she, like Miriam,

is engaged in attempts to develop positive alternatives by means of her
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“u,gaéird lﬁishe cannot'findvanpéne to tell,about her metaphysical beliefs,
she can at‘least try to communicate what is most.real in cher-ways.

Her primary medium is poetry: At a ;ery early age she 1is attracted to
poetry; to sections of Shakespeare ‘Milton, and Pope. Trying to write
lines in imitation of theirs, she finds that making rhymed lines is easier
than making unrhymed ones;: just as Sinclair finds that following tradi-
tional novel forms is easier than abandoning them and tr9ing to present
reality directly. Mary enjoys writing poetry so much that, in the con-
text of hercmother's austere'religious teachings, she thinks it must be
sinful MO .77), | | ‘
Like Richardson s Miriam Mary finds herself under the influence of
*;f" a long tradition. As an adolescent she turns - from attempts to imitate
| ‘the poets she admires to_attempts to make her own poems out of images

that impress her. Her problem at this point is uniting visual and aural,

finding a rhythmic arrangement of words that suits the arrangement of

/'-«'1_"

P ima es (MO 125). Part of her roblem she realizes, is that the atterns
!"L.\—\g p ’ ’ p

of\images and sounds formed by other writers still influence her.. The

sound patterns of the Greek language attract her (MO 125) ~ 'Moreover,

' =
v . o 3

~she has .read a great deal of Byron and Shelly:

"The pale pearl-purple evening--"  The words rushed together.
She couldn't tell whether they were her own or somebody else's.
There was the queer shock of recognition that came with your
own real things." It wasn't remembering though it felt like it.
Shelley--'""the pale purple even." Not pearl-purple. Pearl-
‘purple was what you saw. The sky to the east after sunset above
Greffington Edge. Take out "pale," and "pearl-purple evening"
was your .own. (MO 234) . v " -

Mary learns by such a process to insist upain her own vision and upon her

own way of expressing it.

2

Like Keith Rickman in Sinclair's earlier novel, The Divine Fire,

«
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Mary is attracted to the idea of modern drama written in blank verse.

" She is wortried, - however, by the fact that people do not speak in such a

manner\and, at the time, isyunable to think of a solution Neverthe—
. N

less, her'"Dream—Play' continues to form in her mind and its formation
!C}\ - "
makes her happy enough to bear even the monotony of llfe with her

v

mother (MO 298-9). Mary s doubts about her drama are part of a search

. for an appropriate form for her vision, a search that is con31dered only

-briefly in the novel. As in: ‘the case of Miriam in Pilgrimage translation
plays an important role in this search. The major step forward that Mary
takes in her attempt to suit manner to matter is her translation of

~3Eurip1des after- the manner of Whitman To‘do so she must reject much of

poetic tradition.

;‘The Bacchae. You could do it after you had read Walt Whitman.
If you gave up the superstition of singing; the little tunes of

rhyme. 1If you left off that eternal jingling and’ listened,
you could hear what it ought to be.

Something between talking and singing If" you wrote verse that .
could be chanted: that could be whispered, shouted, screamed as
they moved. Agave and her Maenads. Verse that would go with a
throbbing beat, excited, exciting; beyond rhyme. That would be
nearest to the Greek verse (MO 326).

o~

. Mary s translation is an important innovation.» Richard Vicholson a
classical scholar who has ;ritten a book on Euripides, is amazed to
find someone who has translated the Bacchae according to the very prin-‘
ciplesvhe.advocates. He is instrumental in getting Mary s translation
published and writes the introduction.; Because-he-wants‘her to be rec-

‘ogned“ asv 'a poet translating, not ‘the other way on' " (MO 339) he
also is instrumental in getting a small volume of her poetry published

Sinclair s metaphysical statements explain systematically what

i

Richardson means by the "1ife in its own right at first hand" that is
(=Y

the province of the feminine realist Her fiction provides parallel

': 2
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attempts to communicate reality directly y limiting us to a singl~
conSCﬁthness as in Mary Olivier. Many of er characters, like Mary

———

011v1er, also part1c1pate in metaphysical discussion, often in relation

to art In one of her essays Sinclair says, "¢ is in rendering psy—
chological states, in presenting unaltered and unabridged the truth of
_ordinary reality, thaa the modern poet most shows his modernity; in
stickln%, that is to say,'close to consciousness.";0 The same, as Sin? '
" clair's essays on the novel show, might be said of the modern novelist.
To both, reality is not ‘an abstract spiritual world created by the con-
‘sciousness alone. On the other hand existence is not life, any more‘
than fact is truth. "11“ Reality is not the external world ‘indepéndent
of.consciousness either. If one distinguishes among primary, secondary,
and ultimate consciousness, Sinclair thinks: both the self and the world
of space and time can‘be‘accounted-for What the realists emphasize

‘lin addition to the external world is primary conscilousness, the immedi-
ate contents of the mind apart from'reflection, §inc1air emphasizes and
‘insists upon the existencé‘ofbsecondary consciOUSness, the mind's\ability
to reflect.upon and.reason about its own coptents. ‘What the secondary |
consc1ousness comes to know is the spiritu;l nature of reality, the pos-‘
' 31billty of communion in and through the temporal world with a meta-
'physical principle Sinclair calls ultimate consciousness or God. The
artist s function is to reveal the unity and the beauty‘that he per—
ceives through the multiplicity and sometimes the ugliness of the modern '

7

vorld. . : ‘ S

Just as Richardson ultimately does not limit the practice of femi—

nine realism to- women, so Sinclair does not exclude men from the attain-

ment of the new idealist metaphysical position. In fact,'to label heqflf'

N -
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metaphysics."feninine' really is valid only in the context of this study.

Except for. the letter to Votes for Women quoted ‘at the beginning of this
“chapter and a few other instances, she all but excludes sex from her dis-
cussions of metaphysics and fron herﬂgr sentation of metaphy31cal quests

in her fiction. 1In the ‘total . bodw i,i fiction, Sinclair s male and

ﬁfemale characters, equally likely té possess 1nte11ectual abilities .as

: well'as limitations, are equally likely to be attracted by either realism
or idealism They confront similar experienceSg problems, and alterna—
‘tives when they embark upon their quests for reality. The serious
seekers, regardless of sex,'usually make some progress toward a recon 1-
‘ation of the two positions. In fact, the course of metaphysical study

R

evident in Sinclair's two books of philosophy is reflected not only in

Mary Olivier 8 development but also in Arnold Waterlow’s. Sinclair
more consistently than either Richardson or Woolf emph331zes and drama— '

tizes the common metaphysical ground whereon men and women meet. More

e

‘consistently, too, her work is marked if not by cons1stently high qual-
ity, at least by a lack of angry or smug sex—consciousness as well as by'
a concern with the human condition in general; two characteristics Woolf

‘hopes the female artist will attain. °

.
B - 4 4
8 | R
. . . . I
\



“ Theory and Practice: :
Virgiria ‘Woolf and. Dorothy Richardson

e . . to [Marlow] the meaning of an episode was not inside

like a kernel but outside, enveloping the taie which brought

it outonly as a glow brings out a haze, in the likeness of

one of these misty halos that sometimes are made v131b1e by N

the spéctral illumination &£ moonshine." '
Joseph Conrad ﬁﬁart of Darkness (1902)

Al 1, I
ES ._), A
i

Woolf notes in her essays that the restrictions placed upon female

'artists affect them in dangerous ways. Some'’ women accept the idea
;\, i .
that they lack 1ntellect and artlstit ability and content themselves

-

w1th tasteless and naively—egotistical self—expression.l‘ In "Women
-

and Fiction " Woolf looks forward to the time when changes in women's ¢
role in soc1ety inevitably w111 result in a corresponding shift in

their .art. from everyday details and personal relationships to an in—

S P2

terest 1n questions about the human condition .in general . At this

p01nt the novel will become for women, not merely "the dumping—ground

4
,

for the personal emotions" but "an art . to be studied " and women willm

' ‘branch out inta other forms of writing as well (CE IL 147*8)

Other women do not accept the view that they are intellectually
“and aesthetically 1nept. They respond to such.charges with anger and

b1tterness. Either they con51der then elves superior and write in a

)

' defen51vely feminine manner or they prove their- e ity by imitating, g
with a vengeance, the thought and ress}on\o men. In both cases,

;seif—consc1ousness flaws their arb. Like .~icans, women writers_b
are'conscious of their own peculiarities~. « .3 apt-to suSpect‘in—

- solence, quick to aven rievances eager to sha e an art of their
; 8?@& 8 P

own" (CE I 113) Such sdspicions, desires for revenge and enthusiasms
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" son kindly On'the whole; yet privately she classifies her with qhe

:fRevolving Lights that Miriam :

\

B £ . . - &

o~ 5

are extraneou Lo nﬁ;ﬂ Woolfgcites many instances of female writers
P . =

whose work is . ied by anger and bitterness " Among theé -are QOlive

Schreiner 3 Lady,Winchilsea (AROO 88), the Duchess of N ;castle

(AROO 92), and Charlotte Bronte (AROO 104). On the other hand, she
compliments Jane Austen and Dorothy Osborne because they write asg

women Without the debilitating conSCiousness\that they are doing’ so

(AROO 93 lOl) 'On the whole, WOolf thinks that the female artist

slowly is achieVing the detachment necessary for the production of sig-

nificant art (CE IIL 145)., She slowly 1is approaching Noolf s ideal -

' of androgeneity, creating as a total person, u51ng both the masculine

and the feminine faculties that every artist possesses * (AROO 147—9)

Like Sinclair, WOolf was familiar with the early volumes of Rich-.

[}
v

ardson's Pilgrimage Sinclair s review of Pointed Roofs appeared in
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1918 Woolf may haye been familiar w1th it when she reViewed the fourth\\\\\\;

f_part The Tunnel in 1919 and the seventh Revolving Lights in 1923.

\ /-
Thes: reviews cannot be dismissed lightly 4 They prOVide a worthwhile

-

vbasis.for determining some of the similarities and differences between

the art of Richardson and WOolf as well as between their treatments of'

, the female artist. In her published criticism Woolf treats Richard—

o

',female artists who angrily and self—consciously try to produce a femi—

=

fnine art. Richardson, she thinks, lacks the detachment of the artist.

The “"damned egotistical self " _she says in a diary entry in 1920, "ruins

‘ Joyce and Richardson to- my mind"- and makes them too " "narrow and restrict

bing" (WD 23). Her remark perhaps explains the comment in the reView of ‘

too didactically" to ‘small things

7

that interest her (cw 125). Conversely Richapdson, who alludes to

!

I~
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’Woolf publicly only in the 1938 Foreword to Pilgrimage ‘describes her
in pr1vate letters as essentlally a masculine writer who, in her at-

tempts ‘to deal with ‘life, is off-base. .Richardson s responsé*is to'

the despair she senses in Woolf's last, book, presumably Between the
J . . ¥
\I

. 5 : . L .
. Actsi™ To a certain extent, therefore, .each woman defined hdr work .

in opposition‘to that of the other.

v

Nevertheless marked similarities ' 1st in their aesthetic

K

. theories, if not in thelr aesthetlc practice. Woolf s reading and

" more of Pilgrlmage than these‘two sections. Bnt

rev1ew1ng of The Tunnel and Revolv1ng Lights occurred during the years
when shé turned from the relatlvely traditional form of her first two
novels to her more experlmental methods. Moreover these reviews read

like early ver81ons of. her much—quoted essays on fiction, ""Modern Fic—lj-

tion" and "Mr. Bennett and Mrs. Brown ' The ideas developed in these

essays are not merely responses to R1chardson s artlstic method Theyv

r

also are parapnrases and amplificatlons of ideas Richardson s develop-'

1ng artlst—character Miriam Henderson encounters or advances in the'

two sections of Pllgrimage that WOolf rev1ewed. Pro ably Wbolf read:~

en if she did not,

_she found in what. she read the bases both for many of her comments “on’

of Pllgrlmage are filled

f1ct10n and for many of the themes of her own. novels. R R :;

The Tunnel and R like most of the-othe* sc::ions

ith Miriam s observations on aniimpatience

w1th woman s Eraditional role as well as with ‘some of the modern al-'

E ternatives. ‘They contain evidence of her impatience with distorting

"and 1ncomp1ete male intellectuality and. with life as recorded by male

writers and artists._ These two sectlons also contain Miriam 8 observa—
R N | |
tions on 'woman's art," the art of life. They include some of her own

,',:- ) i . . ~‘>.\v
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struggles to.express herself in ways that ébmmunicate th - reality
most of the writers and artists she encounters leave ou: . Emerging'now

and then, too, arg hints of Miriam s androgeneity. - Most of the rever-

- berations between such passages and Woolf!' s work should be obvious to

-

B St -
anyone familiar with- her work and her theories. Whether she took: 1deas

-

from Richardson or merely found in her work the expreSSion of what she
herself thought and felt is_impossible to determine and, in the final
analySis, irrelevant. Cgﬁfe important is the marked.similarity of

"their v1ews on the novel 1n theory, their divergence in/practlce, the

~

met&éhySical differences accounting for the divergenee and the impli-
catidﬁsgof such similarities and differences for their views of the fe-
male artist. | v | e - /. . N

.lnvher 1919 review,oftlhe ﬁunnel ‘WOOif says that Richardson;#
'method "demands attention, as a door whose handle we wrench inef- f

fectively/palis*our attention to the fact that it is locked." Neverthe-_
less, like Sinclair, she defends Righardson s ch01ce of method and rec—

ognizes that it is the product of a realization that tradition%l forms
ST
are inappropriate for the/naterial she wants to present. Woolf cites

two bfi\: comments from The Tunnel as clues to Richardson s method

Hypo Wil¥on's prediction that "'him and her " will be eliminated fromi

-

the novel jand Hiriam's remark that "'toﬂwrite Books knowing-all about
style would be to become like a man.'" Appropriately, Woolf notes,’ind

‘the work containing these remarks
"him and her" are. cut out, and. with them goes theaold deliberate
" business: the chapters that lead up and the chaptlrs that
lead down; the characters who are always characteristic; the
scenes that are passionate ‘and' the scenes that are humorous; %
__the ‘elaborate construction of reality; the conception that
shapes amd surftounds the whole. All these things are cast
away, and there is left, denuded, unsheltered, unbegun and

4
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unfinished, the consciousness of Miriam Henderson, the small -

..//-'1 sensitive lump of matter, half transparent and half opaque, T

which endlessly reflects and distorts the variegated pro- _
cession, and is, We are bidden to believe, the source beneath
the surface, the very oyster within the shell.-

~  The critic is thus absolved fﬂgm the'necessitylof picking out A
the themes of the story. The reader is not provided with a ‘
story; he is invited to embed himself in Miriam Hendersgn's con-
sciousness, to register one after another, and one: on top of
another,” words, cries, shouts, notes of a violin, fragments:
of lectures, to follow these inpressions as the&kflicker‘through
Miriam's mind, waking incongruously o%hgr thoughts, and plafiting
incessantly the many-coloured and innidmerable threads of 'life
(CW 126 1), ' : : '

&
3 .
Woo’f praises Richardson, as Sinclair does, for presenting reality‘more
,vividly‘and directly than she could have, had she used traditional
L L

N
. methodsﬁ(cw 121) .

!,f In her 1923 review-of,RevolVing Lights, Waolf credits Richardson -

‘with consciously deVeloping, if not inventing, "the psychological sen-
tence’ of the feminine gender." More flexible and sensitive thén the
masculihe‘sentence, it enables Richardson to preséntgaonestly "states

of being" rather than "states of doing." Miriam, Woolf says,

is aware of "life itself"; of the atmosphere of the table
rather than of the table; of the silencé'rathervthan‘of‘the
sound. Therefore she adds an element to her perception of
things which has ndt been noticed before, or, if noticed, has
been guiltily suppressed. A man.might fall dead at her feet
(it is not likely), and Miriam might feel .that a violet——"\
coloured ray of light was an important element' in her;conscious—‘
ness of the tragedy. If she felt it, she Would say it. There-

"fore, in reading Revolving Lights we are cften’jfge‘uncomfortable &

s -

by feeling that the'accent uth the emotions ha hifted. ‘What -
'was ‘emphatic is smoothed away. What was }mport nt to Maggie '
_Tulliver no longer matters to Miriam Henderson (CW 125). W

Sahe _ ) - . , )

Woolf recognizes that reality as Richardson defines it is' not simply
a matter of exfern;i facts and_eventé. 'Rather it 1s a matfer of the
-indiviaual coﬁsciouSness_responding,tb, distorting,~even_igﬂoring facts

"~ and eveﬁts. Even more fréquently, it is a matter of,thevindividual

- consciousness registering}and interﬁreting_Cues fromAthe outer Q?rld,
E"' " - M .



" strument, a more flex1ble sentence has become necessary.

v R

like atmospheres and silences, Tot usually included in novels. Woolf

perceives in Richardson's work a 51gn1f1cant shift in values fr\‘mJ

outer ‘to inner, from emphatic to subtle. With tHe shift in.values has'
4
- ' |

7

_gone a shift in characterization. And a more sen31tive scylistic in-

\

Woolf's comments on Richardson are related closely to her comments

on the female artist in general. ‘Noting in an essay entitled '"Men.

and Women" ‘that the energy of women has to some extent been liberated

G

she also‘notes that we do not kno%_as yet. "info;;hat forms [it is] to

"flowv_- Women must try the artistic forms that e ist, accept what is

suitable discard what is not, and develop¢more appropriate forms of

their own.G'VShe’praises.Lady Ritchie for'not'submittingvto the tradi- 3??}

L ; X : - : , , 7
tion of Thackeray, her ‘father, and for trusting her own instincts.

Woolf agrees with R. Brimley Johnson that women's novels usually can

be distinguished from men S' the novelist is dependent to a. certain ex- "
. . -

tent upon his or her . own experience,‘and the experiences of. the sexes,

at least at present, are extremely different (cw 20) The female artist

who trusts her own 1nstincts rather than tradition will reveal herself

in several ways, by’ her handling o characterization, by her 1mplicit

vvalue system by her sentences, and by the overall structure of her.

. book.

/

' Woolf is interested in although somewhat ambivalent about’, the

- female novelist s proverbial 1nability ‘to create a credible hero and

the male novelist s simt ar 1nability to create a credible her01ne.
She is also interested in the female novelist s’ portrayal of women.

Discussing the female writer s male characters, she decides that pos--,

‘sibly women were zttracted to the novel because it gave them a- chance

‘, 5
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to criticize men. Since, however”rwomen see men in.a way that men
cannot_see themselves,‘such motives are not necessarily reprehensible
(CW 26-7). oOnly when women writersvgive vent to anéer and &itterness
in their characterizations of men 1nstead of maintaining a sense of
humor, do they endanger their art (AROO 136). Woolf also -has some
reservations about male novelists' presentation’ofvwomen. Hale:writers
often'represent women,‘she says, as "men in dnguise" or asy"what men
would like to be, or are_conscious ofinot being; or again‘they embody

& Fhat dissatisfaction and despair which affect mostvpeople when they
reflect upon thevsorry condition of the hUman race." Both men and
women, she concludes, have the _tendency to embody in someone of the
vopp031te sex everything that is lacking in themselfes, everything that
they de51re ‘or despise. igéh a tendency often does little to contribute‘
to understandlng between the sexes.8‘ '

An understandlng of women could be assisted, Woolf thinks by

.female novellsts w1111ng to reveal honestly what they find in their own

L

souls and to record the obscure 11ves.of members of their own sex.

Thus far novelists have presented women only in’ their relationships to
men. Men who see women only in that capac1ty know very little about
nthem and usually c1a331fy them accofding tovstereotyped extremes of
good and evil Think how limited literature would be, sheysays, if
men were. only represented ,'; .-as the lovers of women; and were neVer
the»friends of men, soldiers, thinkers, dreamers” (AROO 124- 5) Women
have yet to be. presented with a similar complexity. -
,The_woman writer,who trusts her intuition not only'will‘present

honestly thexexperiences of her own sex but also will refiect feminine

values, ‘Repeatedly, hdolffobserves thatywomen.value what men devalue
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and that hqth content and f9rm in their art differ correspondingly

" (CW 26-7). 1In A Room of One's Own, she insists. that the female writer

f

must_have the courage to oppose her own values to the male values that
dominate both life.and art'(AROO llO—ll). In "Women and Fiction,‘

she observes that women writers increa31ngly seem w1lling to accept
criticism for such courage. She finds ev dence that they are begin-
ning to. respect their own views of the woxld, which means, less strictly
autobiographical writing and more interest in the experiences of women

in general, both those leading traditional lives and those seeking al-

-

_ternatives in a society now more willing to offer them (CE IT 146).

if women are to reflect their own values and write in a manner
neither self—consciously feminine‘nor imitatively masculine, then some

undoubtedly will evolve new artistic forms " Woolf deals with the

»feminine sentence elsewhere than in her reView of Richardson s work.

P

The - traditional sentence patterns that men have developed do not suit
‘ /

women's writing, she says in. "WOmen and Fiction." Men s sentences”are_

too loose, too heavy, too pompous for a woman's use." A woman s

‘fsentence must take "the natural shape of her thought without crushing

or distorting 1t" (CE II 145) In A-Room of One s Own, Woolf again:

R

stresses the,need fo£:a feminine sentence. Charlotte Bronte and

.-\ b . :
George Eliot stru led unsuccessfull w1th men s sentences. ~-Jane Austen,
g g8 y

in con rast, ultimately communicates more because she createé@esptence

forms ppropriate to her purposes (AROO 115) . % Austen s sentence, how-

ever, can be associated with R%chardson s only in a very general sense.:’

Both women write honestly about~their experiences as women -and devise

sentences which most accurately reflect those experiences. The feminine

’

: sentence in general presumably is'a more flexible and senSitive tool

"
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'than is the sep;ence devised by men; but.it also is a very'individu-l
alized tool. It is Jane Austen's’ sentence, Dorothy Richardson's sen-
tence, and S0 on.9 Adaptability touthe individual female writer 'S
vi31on is its predominant characteristic.
Just as the sentence. was devised by uen,-so,'too‘ were the struc—
tures into which sentences were.put. Fortunately, in the novel, these
;structures are less rigid than they are in some othervgenres. Women
"have had more chances torcreate shapes that allow for the expression
of the poetry within then. Woolf speculates that women's books even-
‘tually will be adapted to women's bodies, shorter more concentrated
. . n
than those of men, and framed so that they do not nced long hour: of
steady and uninterrupted work" (AROO 117) At first glance, she seems.'

to have accepted one of the negative stereotypes of women: flighti-

ness, lack of staying power..' In _the context of her well—known comments S

v

on the novel however her insistence upon brevity and concentration is_'
seen instead as. part of her desire for ‘the selectivity and suggestivenessy

-of poetry

: S :
Woolf's comments on Richardson and on the female artist in general
are related closely to the two well—known essays upon which she was
B :

working concurrently with her reading of Richardson. Two months after

fher review of The Tunnel Woolf published in the Times Literary Supple-

ment, the same periodical as the review an unsigned essay entitled
.'"Modern Novels." This essay was revised and published in The Common_
Reader as "Modern Fiction"\in 1925. Seven months after her review of

‘ Revolving Lights Woolf published in The Nation and Athenaeum again

‘the same periodical as her review, an early, shorter version of "Mr.v

Bennett and Mrs. Brown;' This essay was rewritten‘and delivered'as'a'
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lecture in May, 1924,

} —

In "Kédern Fiction," Woblf labels Wells, Bennett, andvGalswofthy
ma;erialiéts.who;tonsider the physical but not the‘spifiﬁual dimen-
sibn'of the'hﬁmén experienﬁe;' The fictional strﬁcturgs theyvcfeate are, .
as - a resulf; lifeless (CE I1 l04—5)._ If we "look:within" we fiKd that
life is quite diffetent_frqm what these men present. Woolf'é endlessly-
.quoted‘fecommendatibn musf be quoted again so that its rélaﬁionéhip to
her reviews.of‘Richardson>and to Riéhardson'é theories is clear:

~ Examine for a moment an ordinary mind on an ordinary day. - The

- mind receives a myriad impressions--trivial, fantastic, evanes-
cent, or engraved with the sharpness of steel. From all sides
-they come, an incessant  showver of innumerable atoms; and as they

- fall, as thcy shape themselves into the ‘life of Monday  or Tues-

~ day,” the accen- falls differently from of old; the moment of

' importance came not here but there; so that,if a writer were a
free man and -ot a slave, if he could wrige what he chose, not"
what he must, if he could base his work upon his own feeling and
not upon cbﬁvention; there would be,no-plot’ no comedy, no '
tragedy, no love interest or catastrophe in the - accepted
style, ... . . Life is not a series of gig lamps symmetrically
~arranged; life is a luminous halq,_a semi-transparent envelope Spr-
rounding us from the beginning of ‘consciousness to the end. -Is '
it not the task of the novelist to convey this varying, this
unknown and uncircumséribed spirit, whatever aberration or com-
plexity it may display, with as little mixture of the alien and
external as possible? We are not pleading rerely’ for courage -
and sincerity; we are suggesting that the proper stuff of fic-
tien is a 1fittle other thaﬁ custom would have us believe it (CE
11 106). S , ) - T : ;

W@olf singles put,from among a'numbér of'youhg”writérs wholattempt to

" convey this "proper stuff of fiction," not Richardson but Joycé; He

seems to her to follow the injunction to "record the atoms as they fall -
upon the mind in the order in which they fall, [tol..trace thé pattern,

however disconnected and incoherent in appearaﬁce; which each sight'or

>

incident g%ofes upon the consciousness" (CE II 107). He seems to per-

ceive,, moreover, that the.;raditiohally unimportant may be more real
than the‘traditiqnaily great.

. L : . : ' AN
N .



Tunnel to write "pieces of short'prose, anything, a description of an-

methods of describing a hypothetical Mrs. Brown to illustrate her point.

cstruction to inner, everyday reality the conventional novel fprm with ’

" “'.
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In "Mr. Bennett and Mrs. Brown" Woolf again attacks the values and,

-methods of Wells, Bennett, and Galsworthy Going to them for instruc—

_tion on the creation of real characters, she says, "is precisely like-

going to a bootmaker and asking him to teach you how" to make a watch"

(CE I 326) Whether or not these men ‘are aware of it, she adds, "on

or about December 1910 human character changed" (CE 1 320). 1 IWhen.

o
LT

human character, or at least our’ view of it, changes, so characteriza-

tion, which Woolf agrees is‘the_mOSt)important element in. the noyel, ©

",

must change. TFollowing perhaps Hypo Wilson's advice to Miriam"in,The'

old woman sitting in an ~omnibus . . . anything nl2 ﬁoolf uses various N
,TT

The value ~system and corresponding method that Woolf advocates in
these essays suggests Richardson s as WOolf herself describes it. Both

women insist upon’ a shift from material to spiritual from outer to

.

inner reality in. the presentation of characters.n Both consider an obéh;

'its emphasis on. love and its neatly—devised structure of" exceptional '

external events labeled comic or tragic, Yet Woolf is not satisfied

N :
with Richardson s method Her charge is the perennial one against it-

it lacks "art." 3' "We have to decide,' she says “in her review of The )
Tunnell whether the flying helter—skelter resolves itself by degrees .3{

into a perceptible whole." The work disappoints her in this respect' Y

,just as the work of the Hypothetical Mary Carmichael disappoints her .

. S
. L SN
B e

in A Room of One's Own (AROC 140-2) Its surface 1is "vivid " but

_Woolf is afraid that it is still surface, that 1t somehow lacks sig- :

nificance.’ She is aware, ‘however, that her criticism may be unreasonable

®,
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and that her discomfort with Richardson's method suggests a certain

comntradiction:

We want to be rid of realism, to penetrate without its help
into the regions beneath it, and further, require that Miss
Richardson shall fashion this new material into something which
has the shapeliness of the old accepted forms. We are asking
too much;-but the extent of our asking proves that The Tunnel

is better in its: failure than most books in their success
(cw 122) .

Woolf sees Pilgrimage, at least the two portions shezreviewed,'as
kt§3Jshapeless, She does not detect the "shapeless shapeliness" that Rich—
“v‘ardson attributes to the feminine consciousness and presumably to the

v art that is its organic .product.
* When it comes;to her own art, Woolf does ask "too much." The
'fact.that she does 1) indicates the'major.differences‘between the tuo
" women' s views both of life and of the female artist. Woolf insists unon ‘
#?_"f changes in both the content and the form of the.novel, but she does not
450 attack traditional or»contemporary art as an ordering‘forCe.' She con-
e :du sistently assumes that a work of art can provide the aesthetic pieasure,.

the order and the meaning that she is not certain life itself, par-

ticularly the inner life, can provide.14 In this context experimenta—

- tion with various art.forms suggests a sometimes frantic search for

w
y

5 order and meaning in the face of a potentially terrifying and meaningless

Aconstitute reality._ In other literary forms, like poetry and drama,

_ and ig‘othet art media gggﬁgépainting and music, she finds methods of
ordering her‘material more approptiate for the expression of a charac-
S ‘ _

ter s inner life.' The organic metaphor sometimeS'is‘more applicable-



o

' province of the'traditional and contemporary novel;_ Critics trained
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to the work of Woolf's major female artist-characters than to her own
work to which it can be applied only in the sense that her material
prompts a ‘'selection from a wider variety -of established and contem-.

porary literary’ and artistic forms than those included within the

-

-in the arts as defined in a society dominated by masculine values find

L]

these forms whatever experimental combinations ngaf makes of them,
reasonably comprehensible and explicable. Possibly for this reason
John Cowper POwys,‘one of the minority among commentators who prefers
Richardson s work to WOolf S, accepts Richardson s own evaluation and
dismisses Woolf as haVing used the "methods of men. nl> Similarl“

ney

Caesar Blake distinguishes between Woolf's art',novel“ and'Richard-

son s "'1ife' novel "16 ' - o Cow -
Both Woolf and Richardson were convinced that a general reassess-

ment of social values and even a ‘redefinition of many of the words

that express them was necessary More thoroughgoing in this respect

- than Woolf, Richardson attacked,pamong,numerous:other words and con-~

~cepts, wart" itself. She challenged the value it has been accorded in

a male—dominated culture obsessed with various distorting and incomplete

systems, categories, and forms, a culture driven continually toward -
- :

action and production.’ She looked for and found sufficient order and

,pattern in the inner life itself It is-a source of aesthetic pleasure

to which the so—called work of art need not, indeed cannot, add The

organic metaphor applies to Richardson s art in the sense that her

'material, the developing consciousness of Miriam Henderson determines
' whatever form her: art has. Fundament ally more 0ptimistic, sane, and

~ certain than'Woolf,l7fRichardson actually applied to_her‘fictional o
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'

_methdd thg implications of their shared belief éhat suéh a thing as
the art of life exists and that all people arebpotential artiéts. In-
‘stead of continually experimenting with form, as Woolf did; Richardson-
‘did not begin Piigriﬁage untii she was certain of her wo;ld view and

A \ .
of the form appropriate to 5 expression. Once sure, she did not de-

viate.



'F. The Creative: Gtruggle in a Destructlve Environment'v,
V1rg1n1a Woolf's Lil&,Bﬂlscoe,°0rlando, and Miss LaTrobe

Woolf, like Richardsor, s
k Lcha ,

aesthetic environment dominated Ry masculxne values. In a general sense,

f"q’

€s tﬁe female artist at work within an
T

alliof Woolf's characters are artists. North -in The Years contemplates

the creative power in all of us and so does his creator. In some of her

‘characters, however this ﬁ%wer is largely potential in others it'is
threatened in various ways/or thwarted altogether. ln some it is‘mis—_
directed orvonly partially'used;}ln others it.is exercised legitimately
in spheres~or‘activity usually-not’conSidered art. Many of these charac-
ters.experience moments of expanded more inclusive perception. Woolf\
designated artist-characters,_therefore are quantitatively ndt . quali—-
tatlvely different’ from the others. She always»presents.her‘artists‘in

a social context in:order to reveal that the difference between them and

‘others is one of degree, in order to indicate that art. and 1ife are inti—

‘\« .
¥

mately connected, and in order to assess the results of a failure to rec-
_ognlze thesevfacts.. The artist experiences what the others experience,
but his view of the human condition ultimately is more comprehensive than

any of thelrs. Because he sees certain value systems, experiences, and

- -
3

‘ emotions as merely the parts of a more inclusive world—view, his own' most

'intense inggﬁwemeq.’is reserved for a potentially more 1nc1usive sphere

of activity;%ﬁhe sphere of art.‘xf'4<\/ - o

. _ One greupaéémartists in Woolf s. fiction, however “has lost touch

partially or: totally, with some aspects of life"as artists their view

, .

is: incomplete rather than inclusive. All of them‘are men.\ WOolf created

o* 7

l;‘two of them before she wrote her reviews of Richardson 8 Pilgrimage._

” ) o o . R oo
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“(ND 258). Neville in The Wazgs~has some of the same characteristics. He

is a poet with a command of fdrﬁ and technique but a distrust of feeling,

They are egoists and technicians Qith'ovezsiifd intellects combined with -

-

traditional nbtiong about women. St;4John,Hirst‘in:The Voyage Out has

. - " —
these characteristics combined, - however, with’a Gertain amount of affec-

,

tion fbr'aﬁdbund$£Standing of others. William Rodney 1n Night . 'and Day
- i - . L. - . Iy A

<

has fewer redeeming qﬁalitigs. He has an abundante of technical: skill

- but little to say with it. ‘;? e ,. ’ _ . Ao T

His]theofy was that evéry mood has its metre. His mastery of
metres was very great; and, if the beauty of a.drama depended upon
the Qériety of meaéures in which the personages speak, Rodney's °
plays -must have challenged®the works of Shakespeare. . Katharine's
ignorance of Shakespeare did not' prevent her from feeling fairly
‘certain that plays should not produce a sense of chill stupor in
the audience . «+. . Still, she reflected, these sorts of skills
are almost exd{ﬁ;ively masEuline; women neither practise them nor
‘’know how to value them; and one's husband's proficiency this
direction might legitimately‘increase one's respect for his, since .
-mystification 1s no bad basis for respect (ND 143).1 o

; o : . :
His emphasis upon the traditional .In art parallels his conventional no-

tions about womenh'_He strongly advocates marriage,_ not education for ”

thém and 1s very disturbed:because the 6assibn He senses in Katharine

/

"never took the nérmal channel of glo#ification of him and his doings!

A . o . . - .
inspirafiqn. He cannot abandon himself to his emotion and, because he

-

draws backiat the‘crucial moment, his art.s&fférs. He cannot give life (
to the ordered formS'heLCOnétrﬁcts._'
- ’/‘ . a L

N

» -Two of.fBE’EEjor artistécharac}ers,_howéver,~who'stand:in contrast ‘“AE

to these three also are’menﬂ Both Terence Hewet in The Voyage Out and

&

v

Bernard in The Waves see multipiicities and complexities that St. John "

Hirst and'Néyiile do'npt‘éeeﬂ,ABoth havé élnumber of feminine characteriﬁ_

v

-:_ tics. Hewet, in»fag£1w6f en sounds as'if hévhés.been reading]Wodlf's

» L -

' - TN L ‘ :
as yet unwtitten,Three.Guineas.\vHe scorns, for example, traditional

3
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social hiera~ - :s: '"'What a miracle the masculine conception'ofblife._
is--judges, civil servants, army, navy, Houses of Parliament, lord mayors

. - ) q T
——what'a world we've made of it'" (VO 253). He questions the 1nstitution '

of marrlage, particularly 1ts 1mplications for women, Moreover, he chal-

S lenges literary traditions. The most interesting of these challenges is

his proposed novel on Sllence, "'the things people don't say'" (VO 262).
His desire to write such a novel grows, nerhaps, out of his conviction
that people are very complex difficult to know and to understand He
'finds the problems inherent in his project however, fonmidable. They d
are the problems Richardson s- Miriam confronts in" her encounter with
Hypo Wilson and Edna Proutﬁi "'All you'reQd a novel for,'"‘Hewet accuses
Rachel Vinrace.and.the readihg puhlic in geéneral, "'is to see what sort
',°f person the writer is, and 1if you know him which of his friends he's
put in. As for the novel itself, the whole conception, the way one's
‘seen the thing, felt about it ‘made it stand in relation to’ other things,.
not one in a million cares for that'" (V7.262;. His distinction 13 the

one Miriam makes between seeing the author in his work in_an autobiogra- :

g
_phical sense and seeing the real author, his awareness of “life in its
owmr right at first hand Naturally a man - interested in suggesting the

complexities of the inner life,. ‘the things people do not say, would

-
.

counsel Rachel to read poetry.

s

; Hewet also exhibits a keen interest in the lives different kinds of

‘women live. Women , he insists, ha¥$ notrbeen represented adequately in v

| fletfon: o

"Just consider: it s the beginning of .the twentieth centurv,

and until a few years ago no woman had even come out by herself

and said- things at' all. There it was going on in the ‘background,
. for all those thousands of years, this curious silent unrepre~

sented life. of course we're always writing about women-«,



, . 1 ' 324
abusing them, or jeering at them, or worshipping them; but
it's never come from women themselves. - I believe we still don't
know in the least how they live, or what they feel, or what
they do precisely. 1If one's a man, the only confidences one
gets are from young women about their love affairs. But the
lives of women of forty, of unmarried women, of working women,
of women who keep shops and bring up children,‘. . .==one
knows nothing whatever about them. They won't tell you.
Either they' re afraid, or thgy ve got a way of treating men.
It's the man's view that's represented you see" (VO 258). A

To make up for his own lack of understanding, he questlons Rachel closely

and combines his marrative and theoretical skill with her curiosity and

“'sensitivity, his sensg f life as complex but fundamentally solid with he
sense of life as ephemeral ~Rache1 is an artist her: 1f, altalented
pianist, although not a professional Some ev1dence exists to indicate
Athat HeWet is<§nough of a traditional male to wish her to subordinate her
-pursuit of art to his, but in general he likes her commitment.. The two of
’them’together compose the androgynous artist.

‘Bernard in The Wavesvis a more difficult case. He is-conscious of
~having a double self male and female,.a double capacity to feel to'
'reason W 82) This split is evident in everything he sayszand does.

Yet somehow as in the gase of some of-Sinclair s artist characters his
-two sides seem in debilitating conflict rather than in productive balance.
1 He is so aware of multiplicity and.complexity that he rarely discovers
unity, at least in’himself “He plays numerous roles, mostly identifying
with romantic poets, heroes, or supenman most frequently with Byron. He
' feels indistinguishable, furthermore, from the other five characters in the

- novel as well as. from all of the people he_m ght ve been himself Like

'; eVery role-player, Bernard is utterly dependent upon an audience.. His
stories fall apart without one; so does his self. He has moments, how~

ever, when he feels himself unified, and he w its in vain for the fragmeufs\
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of the stor}és he creates to fall into a similar unity, to form the
¢ . {—~ \} .

definitive story -

<
ES

The suggestion is that his search for meaning by way of the tradi-
tional story-line or plot is. misguided Neat sequences do not encompass
the life he experiences._

- "How tired I am of stories, how tired T am of phrases that come
~down beautifully with all their feet on the ground! Also, how
I distrust neat designs of life that are drawn upon half-sheets
of note-paper. I begin to long for some little. language -such

~.. . as lovers use; broken words, inarticulate words, like the shuf-

f11ng of feet on the pavement. I begin to seek some design more -
in accordance with 'those moments of humiliation and triumph that
‘come now and then undeniably" (W 261).
the story, as Bernard tries to write it, does not allow him to express
the multiplicity he experiences the lack of sequences, the continual
change. Moreover it does not allow him to express the kind of unity
and continuity that may actually exist, that is felt only at moments._

AWhile Bernard has the characteristics of the androgynous artist, ne is in-

&hlblted by literary tradition. When he questions that traditicn itiis

‘too late; he is old; death 1ies ahead of him. Because he does rot: really
know what he cannot express, Jhat he cannot put into some sort of artis-
tic form he is left with multiplic1ty and the old metheds of seeking unity.

Because they work in a social and aesthetic context dominated by mas-
culine values, therefore, even Woolf's male artist-characters have diffi-

Sy -

_culties.. The restrictions put upon women s experience and . expression con—lv
tribute to as well as perpetuate male ignorance about their lives and valuea-
The inadequate characterization of ‘women 'in novels is.one result.b Even

when masculine aesthetic traditions prove inautquate to communicate what

' the male artist experiences, he oftea sees no. alternatives. The primary ‘

repository of such alternatives has not been sufficiently articulate to

:provide them, -



3, ~ ' : 326
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Woolf shows the major female artist- characteg§ in her fiction strug-

gling toward that prov151on. Lily hriscoe in To the Lighthouse has to,'fﬁ

fight for the courage to express honestly her ownr -Yision in the most ap~
propriate aesthetic form.. She struggles within an alien aesthetic en—

vironment dominated by a man who paints only evanescent surfaces Orlan-

A

do's difficulty is realizing that she is" an -rtist who shares an 1nclusive
perspective and a skill in expressing it with other artists, male or fe-

v‘male regardless of the opinions of ‘women that prevai1 in her social en-

4 Ia

vironment. Such opinions have prevenned or 1nhibited women s artistic

¢

e productiOn and achievemen‘d but mainly because .women have held them them-.

. selves or have h@ndicapped themselves as gre ly by rtacting w1th anger
bitterness, or defiance. In Orlando Wool€ trics to sort cuttwhat is con-

: tinuous in the creative process from what is superimposed >y, the changing?f

spirits of various ages. In Between the Acrs, s well z. in Orlando, B

‘Woolf suggests the need for an infusion of so-called feminine values into '
an art and a society dominated by masculine values. - The male Orlando pur— i

sues raisc and fame. He tries to write in numerous estab shed traditions
P %

N -

-~ and styles, hoping to win glory and immortality for himself Shortly after ‘

“
-

he embraces bbscurity and the pursuit of truth .and decides to write to
*please himself,. he becomes  a woman. As 2 woman, 6r1ando puts the work of
‘*art not herself ‘or her.reputation, first Progress, the book implies,_
‘has been made, Miss LaTrobe represents ‘the influence of masculine values
in anbther way.‘FShe manifests the masculine desire to‘command ‘and control .
as well as the'violence resulting from the frustration of those desires. ‘
Ultimately, however, she sees her desires in the conteXt of the entire

' history of man 2nd of - the natural world She, her-art, and presumably

'society as a whole,_benefit. ’
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To the Lighthouse .

"She examined the drawings she had just made——bad, unfinished
half-made, half-seen, not felt at all. All her feeling had gone
into self-indulgence, self-pity, and she had dofie nothing but

dull hard lines, enclosing: perfect emptiness . . . . BlAck and
white--no more of that for her. She would draw directly on the
canvas with brush and colors as she had done before, and damn
David's advice. I sold out,: she said, for a mess of: pottage

‘and I didn't even get that. Well, good God, can you 1magine7

I was' letting that fellow tell me how to paint."
' Jenny Brown in Katherine" Anne Porter's Ship of Fools (1945)

- e

[y

Lily Briscoe s feelings of inferiority result from both the view that
women cannot produce significant arf and that marriage is the only proper’
outlet for thelrlenergies. A third cause of her self doubts is artistic
‘tradition. The extent to which the long tradition preceding her efforts
disconcerts her 1is suggested by her comment to William Bankes that per—.
haps one ought not look at pictures painted by the great masters because
one s own. paintings _are’ so unsatisfactory in comparison (L 114) Lily is
. concerned less with the great masters however, than with the popular‘
precedent set by an artist of her own day. Just as public opinion about
female artists is represented in the person of - Charles Tansley and the
idea that marriage 1s the only possible vocation for women is represented
in the person of Mrs. Ramsay, so the public s taste in painting is repre—
‘‘sented by a certain Mr. Paunceforte As ‘a character in the novel he is

insignificant, novmore than a name. : But Lily feels his influence,.;lh

Three Guineas Woolf counsels female artists to practise "for the Gake of

the art," not for money or for praise (TG 145-6) In To the LighthOUSe

Lily must ‘stap worrying whether her painting will "be hung in the servants
bedrooms' "rolled up and stuffed under a sofa" (L 245) She must.forget

vwhat is fashionable and likely to be liked ' Instead, she must attend to’

Y L
\ ) s
% .
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her own vision. "'But this is what I see; this is what I see,'" she keeps

. repeating to herself.

‘

What ' she sees is different from what Paunceforte has painted. To join

his'followers presumably would be easy. 'Lily; however,'refuses to do so,

i

‘JUSt as she refuses to give up painting in response to Tansley s taunt
and. to marry in response to Mrs. Ramsay s" pressure._ She has trouble, how;
ever, when she tries to express her own vision on canvas. Her,noneon—
formity is another cause of thehself;conﬁcigﬁsness;that prevents her from
“losing herself in her work. ‘Nevertheless, shebinsists upon her -own view :
-of "colour burning on a framework of steelidthe light ot'a butterfly's
wing lying upon'the arches.of'alcathedral"-(L 78) . However often her Ff—
’ forts are frustrated Lily keeps trying to paint both the tranék%nt and ;
the permanent. She keeps trying to paint the ~solid something she per-
ceives beneath the evanescence that Paunceforte has- been satisfied to por-
tray. Continuing to do what Woolf would have the female artist do Lily
struggles to express her own vision in her own way instead of humbly imi~
‘tating the men who dominate her'medium. |

Se

In the setting that she. thinks Paunceforte and his followers ‘have so

: distorted Lily's subject initially is Mrs. Ramsay and Jame; mother and
child She explains ‘her intentions to William Bankes. She insists that
"the painting is nonrepresentatf&hal that it LY not of mother and child
.in the traditional sense, and that it is not irreverent (4R 85) Mother

f. R

and child often have been painted in ‘a religlous context: But mo'e than '

that Lily paints the kind of woman who is revered by society,{‘ ~ind ’
she is not; her defensiveness reflects her self- doubts as a woman. BankeS"’
‘admits that he had never considered before that the problem of a. .ainter |

'could be ‘one of the relations of masses, of lights and shadows

P
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While a number of critics have established the general similarity be-
‘tween.Lily's.views onapainting and those of Roger Fry,athe important con—t
sideration here‘is that within the novel itself' Lily'sdideas are pre-
sented as distlnetly her own. She sees her traditional subject differ—
ently and flnds a method of presentatlon ‘that corresppnds.

In d01ng so, Lily chooses thevmore difficult course. Painting‘»to~
her is inseparabie from knowing. She wants to penetrate and communicate
the essence of Mrs.yRamsay,;to discover what is solid and‘unchanginéihe—
neath her-eeautiful,xpublielself. "What was the spirit.in her,"kLily
asks'herself "the essential thing, by which, vhad you found a crumpled .
glove in the corner of a sofa, you would have known it from its twisted
finger, hers indispntably?"‘(L 79). Lily does not try.to capture only
.the Mrs. Ramsay who defers.to her hushand; thriyeslupon chivalry; and:in-

'sists that people marry,. Lily tries to intuit and to present'also’the'
private Mrs. Ramsay who, “in moments of silenee and solitude, loses her
public personality and comes into‘touch.with eternity;"Hohever much

Lily is pressured by the public Mrs. Ramsay, she senses anotlier one. 'ihe '
| wedge-shaped core of darkness" that Mrs. Ramsay becomes in her silent
moments is as dlfferent from her public personality as Lily»s’nonrepre—*v
+... sentational painting; using shapes and masses, is different from paintings-
that merely represent evanescent surface detaiis.

When Lily paints Mrs. Ramsay, she tries to see beneath the details
of her external beauty to her fundamental shape. 1In Part I, she sSees

:her as "an august shape; the shape of a dome" (L 85) In Part III, again
‘trying to capture the essence of Mrs. Ramsay, Lily feels ‘as. if a door

had opened and one went in and stood gazing silently about in a high

kfcathedral—like~place,‘very'dark, very solemn" while the outside world



recedes (L‘264). ‘Lily is absorbed in her painting, and simultaneously,
in memories of the past. She is_within the dome, the cathedral-like
place, Mrs. Ramsay's mind. She imagines Mrs. Ramsay's distrust'of words
and of attempts to communicate meaning with them as well as Mrs. Ramsay's
love of silence (L 264~ 5) "Here, not in deference and marriage, is her
~ability to make "life stand still." Real solidity‘is not.inStitutional—
ized,and verbalized; it manifests‘itselfbonly in "little‘daily miracles,
’ .illuminations, matches struck‘unexpectedly in the %ark" tL 249). It in-
volves being "on a level with ordinary.experience," feeling "simply
that's a chair, that's a table, and yet at theé same time, It's a miracle,
'it'shan ecstasy (L 309-10). 1t involves, as Richardson says, a ‘sense of
"life in its own right at first hand."‘ Lily, in her attempt to paint Mrs.
- o . : ‘
Ramsay, comes to see art as‘the»reconciliationvof, or.perhaps the~peroetual
_tensioh between public and private temporal and eternal mundane and mira-
culous just as the lighthouse 1tself combines motion and stabilitv.

Like the circling light of the lighthouse, the eye of the artist is
Inclusive. A physical element exists in Lily's attraction to Mrs. Ramsay,
hut, as in the case of Richardson s Miriam there is less of the lesbian
- and more of the artist in Lily s attitude than one might think. Lily can-

.«‘

not paint Mrs, Ramsay unless she knows her, intuits what about her is es—
sential. Similarly, the str&%gle to paint Mrs. Ramsay assists Lily in
Rnowing Her most intense moments of insight occur’ whlle she paints or
while she thinks of her painting.».Knowing Mrs. Ramsay ultimately means -
concluding that words, physical intimacy, and even her own view of the

' woman are inadequate. Just as Lily realizes how one—sidedvher view of

Tansley has been, so she realizes that "one wanted fifty pairs of eyes"

at least "to get round that one woman with" (L 303). She has to imagine
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how both men and women see Mrs., Ramsay as well as how Qhe;prears to her-

self In her struggle for inclusiveness, Lily identifies not with Paunce—‘
»forte, the painter, but with Carmichael, the poet, whom she perceives for
one brief moment as having encompassed the human condition (L 319)

In refusing to imitate the fashionable manner in painting, therefore,
Lily Briscoe launches herself onto a choppy metaphysical sea. Unwilling
vto accept the limited assumptions about reality implied by representational
.painting, she must}probe for a more 1nc1usive definition and a way to ex;
press it on_her own. All of her self- doubts cause her to hesitate, to draw
back at moments from this infinitely more difficult course. But, along

%
‘with her perseverance in the face of both negative opinions about female

\ .
artists and the traditional notion that ‘women must marry, her insistence
upon expressing her own vision in her own way proves her commitment as an

artist and prov1des hope for female artists in general.

OrIando.

Similarly,‘in brlando_Woolf suggestsbhot only:thelextent to which the |
vfemale‘artist has’problems_in:addition to those{confronted by'thebmale E
artist, but also thevprogressnthat occurs in the-course of the artist's
transformation from male‘to female. ‘Like Lily Briscoe Orlando learns
' to trust her own vision and to concern herself with the integrity of the
work of art, not with praise and fame. In Orlando, Woolf also explores
the implicatlons for- the femals artist of the relationship between the
artist and tradition and the artist and his age, P N

Orlando -as a femalelartist is not so much tempted by praise and

fame, tradition and the literary mark%tplace because she, as a male

artist, pursues and rejects all of these. Very early in his career,
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Orlando confronts the fact that literature demands a certain way of ex-
pressing oneself that is very unlike everyday expression. Ve first en-

~ counter him’ writing a poetic drama in- which he personifies abstractions,

-~ unravels incredible plots in fantastic settings voices lofty 1deals and
e

-Says not one word in his own manner. Once,‘however Orlando has’ the
temerity to observe closely the laurel bush he,deScribes. Because he disf'
covers that "green in nature is one thing, green in literature another,"
he can write no longer. A description of green as it is in nature, he

' realizes, will destroy his rhyme .and. rhythm o 18) Later,,after a simi-

1

lar experience with grass and the sky, he despairs ‘of being able to solve

h‘the problem of what poetry is and what truth is"'(O 9%- 5) o)
Lily Briscoe, cannot separate expreSsion and knowledge. Art is ai'
for and an expression of whatever meaning he finds in life.‘ At thisvpointyfi
in his career neither extremely simple nor extremely elaborgte'diction -
‘satisfies him. None of the styles and struttures of nis. literary pre-
decessors or contemporaries suffice.

The important decision prompted by his disillusionment is preceded
by a prodigious struggle with the English language and literary tradition

| as well as with a representative of the literary marketplace Nick Greene.
The English 1anguage both exalts and fails-him,ras,it does many of Woolf's
‘other major artist—figures. Just.as neat phrases continually occur to
Bernard in The. Waves, so extravagant images and rhymes continually ‘come
into.Orlando s head, especially when he is in love. . These images and
_rhymes however, and all of the literary traditions he knows seem trite
vwhen applied to/Sasha, the Russian princess; Indeed tbe English language
itself lacks the subtlety necessary to describe her. . Just as Bernard in |

The Haves and Lily in To the Lighthouse look for a verbal or visual 1anguage
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that will capture&folidity and transiency at once, so Orlando wants a
language that will suggest Sasha' s double nature, all,that she conceaIS'/

as well as all th@t she reveals. Futile as the search seems, . he’ decides

to continue it because he concludes that writers achieve with more dif—

[
ficulty, greater glory and 1mmorta11ty than even the greatest warrlors.

Because thlS glory must be conferred by other people Orlando

leaVes his solltary room and encounters Nick Greene. To Orlando, poetry

ﬁacﬁEﬁ, and Shakespeare, Marlowe Ben Jonson, and Donne are heroes.

Nick Greene prefers prose because it is, easier to sell and can be written

\

faster.r Like a number of Sinclafr's characters, moreover, he idealizes

“Q. ,e Past. He insists that Orlando s literary heroes, all of whom are

lawed both as writers and as people do not measure up to the Greeks.
. \

‘The encounter with Nick Greene who thanks Orlando for his patronage by

-

satirlzlng him, suggests the folly both of modeling his work upon that
of other writers and of courting famé. Orlando\burns all of his wOrks
except one and concludes that obscurity, which grants the writer a free—

dom of mind that fame denies him, is ‘more: likely to produce something

'truthful. Most importantly, he,dec1des "'Bad geod, or indifferent

S I'11 write, from this day forward, to please myself" (0 96). - By renounc-

ing fame,.by embracing obscurity and truth as he sees it,vand by'cutting

Ihimself free from literary tradltion Orlando, though still physically
‘male does what Woolf would have the female artist’ do. That he very

"shorto becomes a woman is, in this’ context, not surprising

Like her male self in the Elizabethan -age, the nineteenth-century.
Orlando encounters Nick Greene. Her motives for.abandoningnsolitude
however, are different; ‘The’ male Orlando was - driven by ambition to seek

‘fame; The female Orlando wants her finally-completed poem to live in a
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way that is possible only if it is read. Her concern is less for herself
A

than for the life of heg/éork. Since only other human beings can read,
Orlando seeks them out/. Creene; now clean, plump, and prosperous, is
a knight, a profes or, an author, and a highly-respected critic, He

[/

‘still lauds the past and condemns the preseht except that now the_Eliza— |
.bethans have replaéed?the Greeks as his ideal. The earlier Orlando tried
to write -in- other people’s styles and the earlier Greene criticized the
result as "wordy and bombastic in the extreme" (0 89). 'The female Or—-
lando, 1n-contrast writes, to please herself and wants to give 11fe to

the one poem that mos _nearly expresses her own vision. Greene the Vic-
R 5 .

‘torian literary é%gtiﬁ, reacts favorably, albeit for dubious reasons.
Like many critics who respond to a woman s work, he cannot allow that the
‘poem is hers alone. Comparing 1tsto Addison s Cato and Thompson's

Seasons, he‘admires it because it does not strike'him as modern. Orlando

_ does not like literary criticism because it makes her feel heSLtant about

. \speaking her mind and doomed to write like other people. Yevertheless,

~

in order to give her work life, she faces such annoyances and runs the
.gauntlet of modern publishing. The shift -in values between the male and
the female Orlando is a shift from an empha51s on the glory of the artist -

fto an emphasis on the "glory of poetry" (o 150) That the. pursult of

5praise and fame is associated with mascullnity and youth is not accidental.

In Three Guineas we recall, Woolf’ associates the masculine desire for.u
attention with a 1itt1e boy' S’trumpeting and strutting. ' . \\

Neither Woolf nor Richardson advises women to pursue pralse and- fame.
One reasoniwhy the great nineteenth-century women writers h1d behind

‘male pseudonyms, Noolf says was because of the notion that women must

not’ be talked about (AR0O 75 6) She implies that such self-effacement

<)
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isza‘handicap. By the time she writes Three Guineas however, she has

contemplated the results of the desire for fame and has changed her- mind
- In that book she looks for a middle ground somewhere between the total -
self- effacemeﬂt women have been taught and the continual pursuit of fame
characteristic of many men.. The female artist must not shrink from be-
yxcoming known, but she nust not sell her brain or compromise her art for
h moneyﬁo;“popularity.. In fact "ridicule, obscurity and censur% are
preferable for psycholog1ca1 reasons, to fame and praise" (TG 145 -6).
Similarly, Richardson associates ambition and the desire fo; recognition
uith men. They base their 1dent1t1es upon what they produce . rather than ;
upon what they are. Such a state of mind can bring only "the subtlest -
form of despair."2 | | |
Orlando's poem,."The Oak Tree," is a measure both of the change and‘
the continuity in English cultural history and of Orlando's diversity and

unity. As the latter, the poem functions in Orlando somewhat as Lily's

portrait of Mrs. Ramsay functions in. To- the Lighthouse. In. Part I,

Lily first attempts’ to paint Mrs. Ramsay. In Part III, she attacks again
nthe,problem that has preoccupied her for years. The_attempt evokesvmemt
ories and encourages self—evaluation, summing up. A more” comprehensive,
balanced perspective enables’ her to’ achleve a moment of - illumination and
thus to complete the painting. ThlS process in Orlando is much attenu-‘
;ated. Orlando writes and rewrites her poem for four centuries. During
this long period of t1me the spirits of various ages are reflected ‘But |
the creative process, thé sugdect of the poem, and Orlando herself remain '
_fundamentally the same. gemory and self—evaluation play a sign?ficant

‘role, but flashes of insight are subsumed in the gradual accretion of

experience and understanding. Orlando seems merely to have stopped
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working on djhe Oak Tree"brather than tolhave finished it | The process
of . change and continuity that began S0’ far in the past extends 1nto Ehe
. R | |

"The Oak Tree" stands apart ‘from the rest of Orlando s wrlting. It .

is the only poem by the verbally extravagant young nobleman that has a

l‘

monosyllabic title”, lt is very’ brief, and it _represents to hin a "bOy—

ish dream"'that preceded hlS pursuit of glory (0 73 90) When, dlsil-

lusioned .with Nick Greene and w1th literature in general he burns hlS

i fifty—seven other works "The Oak Tree" is the only poem ne «ceps and

continues to writel‘ The narrator tells’ us, however, ‘that as Lhe Eliza—

bethan age gives way to its sUCCQSSOf Orlando s style changes markedly.

It becomes more prosaic le , ornamental and profuse (O 104) In the

.

eighteenth century,:too, Orlando s poem reflects the spirit of the age.

Y

Her thoughts as she looks at her poem indicate that reason reigns moral

purpose s high, and comp031t10n is carried on w1th much deliberation and .

self—criticism. Orlando worrie§ about too many "S's"'and ﬁ—ing‘s" in the,.

o,

first stanzas of the poem She shapes and reshapes her words so as not

to dlstort her message (0 157—8)

.
B

In the nineteenth century, however, 1nsp1rat10n overwhelms her.

When she takes up ‘her pen she cannot control it. To her horror, it writes

2’

.‘”in the neatest sloping Italian hand . . the most in51p1d verse she had

ever read in her life" (0 215) Or else it makes one large lachrymose

" blot after: another, or it ambled off “more. alarmlngly still into mel—'

i r

lifluous fluencies about early death and corruptlon" (O 219) Even

-after her marriage, .the splrit of the nineteenth centurv looks over her

Do

shoulder, decides whether or not certain thoughts are suff1c1ently 1ady—

> S 1

'like and ponders the extent to which her married" statds gives her the
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‘right to make_certain kinds of comments. "By some dexterous deference.
to the spirit of the age,‘by putting on a ring and .finding a man on a
moor, by lov1ng nature and being no satirlst,,cynlc, or psychologist "
Orlando barely passes these examlnatlons. She is relleved that she‘
both can,embody her age and maintain her independence, (0-239—40).

| Orlando's good fortune is enceptional. In a 1918 rev1ew WOolf v- .,

notes that her predecessors in the eighteenth and - nlneteenth centuries /ﬁ{

were judged ac cording to how successfully thelr works. conformed to ghe,l_'
high moral standard expected. of women and perpetuated the 1gnorance/h

potentlal young women readers. ‘Whether the woman artlst conformed pr
J M .
'rebelled she concentrated on matters extraneous to art. Anothé@ reason -

el

why women. writers used men's names, Woolf thinks, was because they

-
2.

By

wanted to free themselves .as they wrote from the tyranny of what was
expected from thelr sex" (CW 25). 1In "Professions for,Women,f she dis-
~cusses this problem at greaterAlength and with sone humor; Shekpersonif
f1es the self;abnegatlon, ignorance, and . .purity whlch the public, rep—

K

v resented so capably by Hrs. Ellis in The Daughtetks of England, expects

of women as "The Angel in the House. Thls phantom advises the female
writer to flatter men and to h1de from them her intelligence and her
oplnlons. If the female writer does not kill this phantom, Woolf in- o
sists, it will L1ll her as an. artist (CE 11 285~ 6) Any-artist must
enter 1nto an unself—con§c1ous state ‘as ' he writes. .The woman.writer,
however, too likely is recalledlabruptly to'selffconsciousness'by‘cerF
'tain.restrictions plac_ed»iuponhert.3 R

‘For this and other reasons,;Orlando’and her poem change.‘ Yet

they remain the same. This continuity in change is suggested by Or-
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lando's association of the poen nith'the oak tree of the title{; As
a young, sixteenth-century nobleman, Orlando snends\nuch time com-
-nosing poetry at the foot‘of a large oak‘tree near his,family.home;
To him, thetree represents solidity beneath the changing seasons and
jan endur1n° affection beneath all of his tran31ent ones. His poem,,'
"The Oak Tree," like Lily Briscoe s painting of hrs. Ramsay, presumably'
tries»to capture this duality. All" three, the tree, the’poem, and Or-

lando, grow and'develop throughout- the centuries until at the end of

the novel they are together once again. Whlle the tree has grown it
remains relatively young.' Its leaves still flutter above Orlando, 1ts’

roots still extend like ribs through the earth beneath her. After Or-

"

lando realizes that 11ke the tree, she is essentiall) unchanged, she

can conclude her: poem. : . - E

A

Even though Orlando ‘gains récOgnition as'a poet, she associates
poetry not w1th praise and fame but with a sensitive 1nterchange be—
tween the poet and ‘the world arodnd him. T’

Was not writing poetry a secret transaction, a voice answering
a voice? So that all this chatter and praise and blame and
meeting people who did not admire one was. ill suited as could
be to the thing itself--a voice answering a voice. What could
have been moge secret, she thought, more slow, and like the
intercourse of lovers, than the stammering answer she had made

- all.these years- to the old croonlng song of the woods, and the
farms and the brown horses standing at the gate, neck to neck,
and the smithy and the kitchen and the fields, so laboriously
bearing Wheat, turnips, grass, and the gardens blow1ng irises
and fritillaties” (0 292)

The voice the artist learns to listen to is not that of literary tradi—
tion, nor is it the v01ce of the spirit of the age although it cannot
_be shut-out entirely. The v01ce she listens to is the voice of life

‘ €

. itself. }t tells of solidity and tran51ency, continuity and change.

However ' stammering," her answer reflects the understanding she has

gained.
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Orlando's continuity and thatiquher poem transcend the sex‘change
from male to female. The female artist's work can be inhibited much more (
seyerely by spirits in certain ,ages, lihe the nineteenth century, which |
bdefine woman's role in an extremely restrictive manner. HoWevervarmi~
dable the obstacles placed in the female artist's path, she is primarily
an artist whatever soc1etv says being female means, is secondary. The
latter, in some ages, will disguise pretty well the former. For this
v 2ason, Woolf places so much emphasis upon environment and the inhibiting
¢+1f-doubts that it can inculcateé in the female artist. Change, however,
éhas a positive side as well‘as a negative. 'fhe'possibility remains of
ages during which “fenale" does not exclude "artist " in whichva woman is
allowed to share with other artists; regardless'of sex, the 1mpersonality
of the creative process and the desire to probe for and to express honestly. -
the realities of the human condition. The fact that Orlando receives
recognitlon as a poet in this century is as 31gn1ficant as the fact that.
she  receives it when it no longer means anything to her.

Between the Acts

"Most of one:s life is an entr'acte."
Gumbril 1n A}ﬂous Huxiey s Antic Hay (1925)

...--\> . . ’ ) vy

In Between the ects Wgolfais:con§efned ho longer with the problems
vthat the female artlst confronts nerely because she” is a woman. The fact
that Isa Oliver hides from her husband the effusive poetry she writes "in
a book bound like an account book" (BA 62) suggests that negative views ™

of the female artist perhaps exist. Yet Isa poemslare less art than
the products of her self- indulgent introspection,s-romantic infidelities'

which, as long as - they are kept secret, add spice to her life. Unlike

'Orlando 's "The Oak Tree," they do not depend for their life upon being read i{
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by others. . Miss LaTrobe as a playwrlght houever depends even more than

Orlando upon -an audience. netween the Acts has nu1t1ple p01nts of’ v1ew

and an elusive narrative voice 11ke To the nghthouse, nevertheless,

none of the members of her audience respond to Miss,LaTrobe with either
contempt or pity because she is an unmarrled woman: and. an artlst._'Her
doubts about her ability as an artist, unlike Lily Briscoe s do 'not seem?
related d1rectly to these facts. Nor does she worry about her work as
measured against ‘that of either traditional or contemporary dramatists
although she parodies earlier dramatic wcrxs w1thin her vageant She wor;
r1es only about creatlng ‘plays and abou- esc ablishing rapport with her
audience by means of them. Only when £'2 creates or produces her plays
is she fully alive. - Unlike Lily, she feels no partlcular affectlon or
respect for any of the other characters: -or doeS»she criticize them as
1ndiv1duals; The subject of her work oi art is not one of them but alI
of them and all of their predecessors bes1des. Focused upon the group,
-not upon the 1nd1v1dual ‘her work departs from one stereotype of feminine

;{art. "t rejected "we' substituted " Woolf notes about Between the Acts

’
&

in her diary (WD 289) Because Miss LaTrobe s work is a historical .

x

pageant that ive produces as well as writes, she not onl§ works with

-

visual and verbal elements but also copes w1th and 1s aided by human and.
‘natural’ elements. .She therefor~ iy both less and more 1nyolved with the

life_around her than‘Lily is. 5i. has no stnong t1es w1th other 1nd1vi-

.'duals; at.the Same time, life in general is the very stuff of her art.Q:g .

»

Like Orlando Miss LaTrobe is concerned with .English history.‘»ln- '
stead of moving through Engkish history herself although indirectly
she does that too however, Miss LaTrobe drives her amateur actors and

actresses through it and forces .both past and present like bitter R TS

s
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R and her v1olence, socief} tradltionally defines as masculine. Little 1s
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medicine, upon her audience. 'Orlando, as female artist, has to overcome
both her defiant and deferential responses to the male values she encoun-—

ters, values that the narrator of the book sometimes reflects. In Between

’the Acts, howeVer Miss LaTrobe does in part what the narrator does in

Orlando in that she recreates andiyarodies aspects of English cultural

history. Moreover, like the narrator of the earlier book, Miss LaTrobe

»herself is caritatured. She is a female artist who reflects to a consi-

derable extent, male values. she is something like Orlando. in that she
. : v

reflects the sp1r1t of her age the spirit Woolf denounces in Three

Guineas, the spirit that led to World War I and that in Between the Acts,

V
is leading to the exp1051op of v1olence that is World War II.

Woolf however does not merely caricature Miss. LaTrobe._ Her crea-
s tive agony, though 1nten31f1ed by the frustrated age 1n which she lives,

is genuine. So is her. rellef «which is also, by implication the relief of

England. By establishiné a new relationship with the natural world, she

*'averts her figurative death, allev1ates her frustration and calms her

'S ”

v1olence. She sees botﬁ English past and English present in the even
) f; .

larger context of all human and nonhuman history, past, present, and, by

i

1mpl1cation‘ future. Wﬁétever her relapses Miss LaTrobe, like Lily Bris-
i.coe and like Orlando -ultimately is androgynous. Consequently,.although
much disagreement exists among crltlcs on this point the overall tone
of the book is one of quallfled optimism.7 - o .

To call Hlss LaTrobe a female artist at times seems a misnomer.

Her h1nted sexual preferences her appearance, her leadership qualities,

known about her past although she is rumored to have shared a cottage

’ at one time with an actress.. To the other characters in the novel she

o

.V-J ’ (\
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; ‘looks "swarthy,'sturdyvand‘thick'set; strode about-the fields 'in alsmock
‘frock; SQQEtimes with a cigarette-in'her mouth; oftenzwith aﬂuhipfin‘her
- ‘hand; and‘uSed rather strong language" (BA’72); éhe looks like a "com-
.nander pacing his deck," and her nickname is "Bossy.“ As a decisive and
: peremptory leader,’she.is,disliked by‘individuals but'appealed to by
groups who need someone to assume respons1b111ty for dec131ons and, per-
haps more 1mportant blame for failures (BA 77-8). A‘relatlvely success-—
ful leader,. Miss LaTrobe knows human nature and exploits the vanity of :
her amateur actors and actresses to g%}n her aeStheticyends (BA 79).
‘Most striklng, however, is her- violence. "The enormous,vseethlng emo-
tions that are pent up within her all result from and are dlrected to-
ward- her art. Her greatest desire is, to communicate withvher audience.
She wills and drives all elements of thé productlon tOWard that end, but
‘frustration and failure dog her almost superhuman efforts. When herr
actors delay and the audience s attentlon wanders, she gnashes her teeth o
(BA 145) Like the stage villain in a- melodrama she curses the audlence
Jfrom behind a tree (BA 94). She growls at the "torture vof the 1nter;
ruptions caused by people arriving late (BA 97). The audience's denands
for reasonably short scenes and for breaks fil& he5%w1th rage'-
"Curse! Blast! Damn em'" Miss LaTrobe in ﬁéquage stubbed
“her toe against a root. . Here was her downfall; here was the
_'Interval Writing this skimble-skamble stuff in her c&ﬁiage,
she had agreed to cut the play" here; a slave to her audlence,'
-~to Mrs. Sands' grumble—about tea; about dinner;--she had
-gashed the scengyhere. Just as she had brewed emotion,
she spilt it ( 113). o . '
If only she could write a play wfthout the audience, she th1nks. What
' infuriates her the most is that "every,Secondﬂthey were slipping the
v noose" (BA 210) g\ o |
The noOSe,Miss Lalrobe‘tries to fling around‘the collective neck of
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her audience is' a recurrent image in her thoughts as her production un-
-folds. It suggests the'almost destructive intensity of her involvement:
in her‘production. Indeed, her emotions are so,violent during the per-
formance that she grinds a hole in'the grass with her heels_(BA 245).

When she‘feelsvitS'attention wandering, "grating her'fingers in the.

bark, she damned the audience. Panic seized her. Blood seemed to pour
from her.shoes. This is death death, death, she,noted~in the’margin ot

her mlnd when 1llu51on fails" (BA 210). Miss LaTrobe s cursing, clench

1ng,.gnash1ng,'gashing, grinding, and grating combined with the recurrent
‘1mages of violence and death, the noose and blood, reflect the tension
and terror in the larger world surrounding that of her pageant., Creation '
is married at gun—p01nt to destruction birth to death Miss, LaTrobe is

at war# she must overwhelm or be overwhelmed. To do so, she must control

. _ o Sg s ;J’_‘wao'. é;, = ’"_-' "fg}“f . "’-'
‘,.RG“’ o s “a‘~ Sy lu},éi
and command every part of' the operation. qﬁgﬁg;” %qi '+» P
‘ " R 2 ‘%3 23

Mlss LaTrobe 5 war is part ofdthe darger atmosphere qf wari: When ’*

X
2 S

Isa Oliver recalls someone s remark that "'books ‘are the mirrors of théy'

soul'J'(BA 22), she decides that "for her generation the newspaper was a
book" (BA 26) The soul mirrored in the newspapers mentioned in Between

the Acts is not a soul at peace. The mood of the newspaper article that ”’z:

. e \”

'Isgggeads is’ one of violence. The Times recounts the 1nitially ludieroué %b
o E) . ak

experience of a girl whom troopers lure to look at a horse with a green

tail and then attack (BA 27). 1Isa keeps recalling ‘the article. Newspaper'f
accounts. of violence also haunt her husband Giles, to the extent'that

he wonders ‘how he can come home peacefully and change his clothes for

l

lunch (BA 58)

«
O

Blood death, and v1olence cross the minds of other characters as

‘well. Most innocuous is the servants leoend about a. lady drowning herself
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“for love in qhe 1ily pond to which her ghost returns at nlght (BA 55) J
Less romantic is Lucy Swithin's memory of a chlldhood experience.
'Forced by her brother to remove the hook from a fish she has‘caught,
Lucy cries out at the sight of the creatu{e's blood. Her brother's reac-
tion suggests manly contempt for feminine weakness (BA 28) | These events,
~however, occurlln the past. Snatches of conversation during and after thei
‘pageant reveal that many members of the audlence fear v1olence, blood-
shed, and death in the near future. War is_imminent;* Colonel Mayhew;
for example, finds the pageant incomplete ﬁithout_the'British Army (BA
184)f fhe finai nords from Miss LaTrobe‘s:megaphone however, prohably :

are not what he has in mind: "Con51der the gun slayers bomb droppers

here or there " says a voice. "They do openzi‘what we do slyly" (BA

218) Covertvviolence and destruction ecome overt in war. The audience
is uneasy about such a p0551bility »
1 -
"It all 1ooks very black o .

_"No one wants it--save fhose damned GermanS" (BA 177).
"I agreeﬁthings*loo
And what's the ch
‘to invade us?

‘made one think

worse than ever on the continent.

nel, come to think of it, if they mean
e aeroplanes, I didn't like to say it,
P (BA 232) o R , . R

irplanesﬂrecalls an interruptionvnear the end of Rev-=

S
's congluding remarks. A dozen planes passing. in for—

The’reference to
erend Streatfiei
'-mation above their heads remind some members of the addience that Eng-
land is-vulnerabl | |

Woolf's novefls are'difficultvto discuss without'dealigg with~certain
images around thc so many associations accumulate that they take on the
‘importance of symbols. Images recur in Richardson S Pllgrlmage but, per—
haps because there are so many of them, they rarely assume the signlfl- |

'~ cance or suggestlveness that the lighthouse assumes 1n To the Lighthouse
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or the oak tree assumes in Orlando.

n Between the Acts the most .power-
X , .

ful and comprehensive image of vio
, .

killing of the choking snake.. Walking about between the acts, Giles .
S N : ) ‘

nce, blood, and death is Glles's

finds“

couched in the grass, curled in an olive green ring, . . . a
' snake. Dead? 'No, choked with a toad in its mouth. The snake
was unable to swallow; the toad was unable to die. A spasm
‘made the ribs contract;;blood oozed. It was birth the wrong
way round--a monstrous inversion. So, raising his foot, he
stamped on them. The mass crashed and slithered. The white
- canvas on his tennis shoes was “loodstained and sticky. But
it was action. Action relieved him. He strode to the Barm,
with blood on his shoes (BA 119). , '

The snakb unable to llve, choklng on the toad, unable‘to'die, sugéests v -
: i .

the 1ndeterm1nate conditlon of many people in the novel and of England

and Europe as well 8 Wllllam Dodge, for example, even uses the snake

image to describe’ hlS situatlon' "'I}niaxhalf—man e he tells‘Mrs.

Sw1th1n a flickering, mlnd -divided little snake in the grass ;‘._. as

Glles saw'" (BA 90) Shortly before Giles kills the snake, in fact he

labels William an example of "perversion" (BA 118) His kllllng of the

snake partly relleves the frustratlon fthat results from the contempt he

[

r,’) .
feels for some of the people around hlm. The“act however, raises two

'questions: Is there no other way Giles can be relieved?

-3

the only means to relieve the snake9 TR - L@ Rl :
A o i%’ PR

Mrs.{ﬁanressa and Isa Ollver have two very different view§ of AT
ﬂ,« - : e ‘,

Giles's’ act what little they know of it from looking at his shqp%. Mrs.~

Manressa notices the blood and is pleased.' "Vaguely some sense that he {_ ¢
2

had proved his valour for her admiration flattered her. . .1.»Taking him .
in tow, ‘'she felt: I am the Queen, he my hero, my sulky hero" (BA 128) F@f'f

In Three Guineas Woolf labels this attitude among women destructive'

women s admiration for proofs of courage results in and perpetuates

. q-
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unnecessary atrocities and bloodshed. Isa; ontthe other hand, sees
Giles as a "'Silly little‘boy,>with blood on his boots'”.(BA 133) and
Iater, when she refuses to look directly at him, his eyes drop to his

T

spattered shoes (BA 205). Isa con31ders him childish, ignores his

4,

trophy, and makes him feel somewhat nonplussed by it. Giles, of course, v
prefers ‘Mrs. Manressa' s‘com;any because she makes him feel important_and'
in controllrather than peripheral ano at the mercy of other people and
forces. i ‘ , K
.'WOolf relates in a conplex way Giles's killing»of the snake to Miss
LaTrobe and her agony behind the'treet She embodies both his violence
and the snake's indeterminate bosition. She has some of his 1ntolerance
and contempt, although it is directed at the behaVior of groups, her‘
actors and'her audience, rather than at,individuals; Like Giles she
relieves herself of her frustration by resorting to violent behav1or.
She has a similar de51re to act, torassert:herself,.to control a situa-
L tion, and a similar dislike of detailsbbeyond her’cOntrol. 'Yet.the'hlood
that ﬁseemed.to pour from her, shoes" is as much related to the blood ooz- .
'ing from the ~choking snake as it is to the blood on Giles's tennis Shoeq
She is not relieved by her violence. The failure of her illusion which
‘is "death . death, death" without the relief of dying is, 11ke the situ-

“ation of the choking snake and undying frog, a "birth the wrong way ‘

. i_V‘ e
j%4
round-—a monstrous inversion. Hiss LaTrobe chbkes on a v151on she .can
. , By, ’. _
‘neither rid herself of nor communicate. . ‘ -

She is relieved of her living death however, not by actual death

but by the intercession of the natural world 'The first time she experi—

o

]

ences failure of illusion, panic, and death, the cows intercede Their
.Amournful bellowing sweeps together the fragmented audience and makes. it

i
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one both with the outdoor setting in which the‘pageant is performed
and with the whole of human and nonhuman life present and past.- When-:
Miss LaTrobe experiences loss of 1llu31on and death aéain, raln suddenly
falls "like all the people in the world weeplng (BA 210) In other,

¥ v
lesser ways, the natural world aids in the creation .of illusion. As the

_gramophone poetically sums up a pastoral scene to‘illustrate the peace
-and order of the Age of Reason; for example, the restful'landscape sur-—
roundiné actors and audience communicates the same thing (BA 159). At a
later point real swallows fly across a sheet with ripples painted on it
to suggest a lake (BA 192). .stil1l. later, when actors and actresses hold
’up to the audience m§§rors reflecting themselves the noiSe and activity
r_arouse the’ natural world and’both cows;and dogs join in' the usual separ-
ation between "Man‘the Master" and "Brute" breaks ‘down (BA 215).

P o o ‘ . '
Nature, however, does not alwavs take merely the part '"Man the Mas-
L}

ter' assigns her. Mlss LaTrobe plans to utilize the natural world to

some extent in her productlon, but only on her terms, only in ways she .
.can control. She wants to.. present . the Modern Age simply by‘%ﬂving her
'audience a:qulet ten minutes of the scene around them. ‘But these ten
minutes prove "too stroﬁg" (BA 209) and she has. to try something else.
Moreover,the wind cons1stently blows away the words that the villagers
'Sing &ﬁ they weave among the. trees and competes by rustlinggthe leaves
(BA 147; 16@, 191) The natural world even casts some of the lines.of_
dthe pageant into an unintended comic light For example,.ﬁ(a cOw‘
mooed. A bird twittered)" as Queen Elizabeth.recalls how Shakespeare
sang for her (Ba 102) The artist s Lelationship to the natural world

apparently must differ from that of . the highly—civilized highly-educated

man who thinks he can coeﬁrol and utilize it for his own ends.  The artist’
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apparently must perceive,such efforts, as well as the varieties of ego-
ism, pettiness 1ntolerance, frustratlon and violencevthatfaccompany

: them, 1ﬁ the larger context. of the vasr, continual flow of. life that
Miss LaTrdhe and, by;inpliCation English ClVlll“'

tféﬁrejuvenated byfausympathetic, respectful 1nteraction between:

. human and nonhuman. .
S ;

e

That Miss LaTrobe at moments loses control relaxes out of the mood
-of frustration and fury resultlng from her Violent exerc1se of will is

to her . credit rather than to her dlscredit as ‘an artist. She intuits the
1nterdependence,of art'and life.‘ Her doing so 1mp11es a redefinition of
both. Art is not JUSt skill technique, organ12at10nal and managerlalr
abillty. L1fe on’ the other hand 1s not just leav1ng Lq<;gh taking

off one s stays and rolling in the grass like the ' w11d Chlld of na-

ture," Mrs. Manressa. Both deflnitions are 1ncomplete; Like Richard-

himself to thc 3, perhaps only dimly intuited by which a work evolves

from within. Wh;reas Lirlam rejects and then admlts the need for a

: . : \?—.\‘« = :

minimum of mastulineetechnichl fac111ty in order to express in tangiblgw

form the patterns 1nherent in the feminine consciousness, however Miss
, .J

LaTrobe reJects and then’ admits the need for the work of art to develop

to some extent according own 1nherent patterns.f Because of the

differénce in emphasis, Mise LaTrobe s work, ‘and a substantial portion

of it is included withln the novel ultimately ev1dences more control.
The title of the novel "Between the Acts," is related to this

themé'of the interdependence of art and life. Most critics,; whatever

additional suggestions they -may offer, convincingly associate the title

~ ) . : .



with the_idea of "a play—within—a—play.9 Parodies of” Elizabethan,

eiOhteenth—century, ard Victorian dramas ex1st within the pageanf’

1
self. The pageant, as a presentation of English civilizatio:/ﬁfom the

it-

Elizabethan age to the present, includes the audience; at the same time
therpageant is-inciuded by the audience. Miss LaTrobe S pageant is
partiof a larger pageant that of actual present—day English life which

we encounter before, after, and during the 1nterva1s of her production.

.Some members of the audience actually think of themselves as acting in

a play of their own, largely as 'a result of the pageant and of Streat—,
field s Cbmments aftervards. He says, "we act different parts;.but are
the same" (BA 224). Pondering his words some members of the audience

wonder if they are true and, if so, in whose play they are acting (BA '

233). Isaloiiver, taken with the idea, wonders.if eueryone is confined‘

to a single role in a single nlay; She 1magines Lucy Swithin as the

'traglc heroine of a dlfferent drama (BA 251) Wishing that'the 1ove,and

}

hate-which tear her apart would»cease: Isa decides that it is "time
/jfmeone invented a new plot, or that the author came out from the bushesg"

BA 252). Like one of Pirandello" 'S six characters, she is created with¢

ba;out her consent and required to live out a hackneyed conflict that she

actresses in this scene, finds among them her next play;» LTke Lily

detests by an author who remains in hiding.,
MlSS .LaTrobe, who in the final scene of her pageant holds mirrors

before the audience to indicate that they themselves are the actors and

'3

’ Briscoe's‘painting, Miss LaTrobe s new drama will not be. representational..

Liké Lily and like Orlando, she tries to present the permanent as well

m-as the transient. She strips Jay the veneer of civilization and re-

veals midnight and "two figures, half concealed by a rock" (BA 246)



“

#

» £ )

5 350
Woolf identifies these two figures with Giles and Isa Oliver, bel®w

in Pointz Hall: ' L ' !

- Isa let her sewing drop. ‘The great hooded chairs had become
enormous. And Giles too. . And Isa too against the window.

The window was all sky without coldur. The house had lost
'shelter. It was night before roads were made, or houses. Tt
~was the night that dwellers in caves had watched from‘somc high
" place among rocks. ‘ : .

Then the curtain rose., They spoke (BA 256). . ' e

N

‘The hovel ends,’ not with the completion of a work of art as does To

"~ the Lighthouse, but with the beginning of a new one.

As Miss LaTrebe s new play suggests the pageant of modern life on—
going between the acts is contained within. an even larger pageant the
entire history of man and the natural world the human,not.Just’the
English historlcal pageant, and the nonhuman, not Just the human pageant.

These many pageants reflect each other back and forth like 1nnumerable

mirrors. The multiple point—of-v1ew technlque moreover, in which

characters reflect each other wlth varying degrees of distortlon is
part of this process. Miss LaTrobe s use of mirrors to reflect the.

audience at the cnd of her pageant is the culmination of a series of

;mirror images occurring earlier in the novel- The'mlrror is associated

1

in various ways;with memory and with selfsreflection'and evaluation (BA .
24) ., Several self—preoccupled or self-satisfied women in the novel

examine their faces in mlrrors Mrs. Manressa, for example, repairs her

make—up durlng the pre@entation of the Age of Reason (BA 158 cf 19-20,

150) . When the mirrors are turned on the audlence at the end of the

pageant, she’ calmly uses them for the same purpose. Other members of

the,hudience however, disllke being caught . unawares without their

carefully aSSumed masks. To" them the mirrors are a malignant.in—
.~'<E

'_di&QitY"f(BA 217) that causes them'to squirm and to shift their eyes. .
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Miss LaTrobe's art does not reflect .people_larger than life-size, as

‘Woolf in A Room of One's Own accuses women of doing. It shows.them,
much to their disconfort, as they are. .

IfsMiss LaTrobe's pageant mirrors the members of theiaudience,
.they, in turn, reflect her pageant. Ihe imagestof the pageant re—
flected in their'minds, however,-all are:different. Streatfield's
oversimplified interpretation is notvthe only reaction. Thevaudience
;disperses with-contradictory judgments.and'numerous questionsvabout
‘the ouerall effect and meaning of the play. Some th{ﬁk 1t"'brilliantly
clever;' 'others think it" utter bosh'"(BA 230). Most»consider it un-
even and fragmented but p01nt out_that.not much can,be expccted‘from
a mere villagehplay (hA 231). Part of Miss LaTrobe's frv°tration,
it is true; is caused by limited funds, incompetentbactors, and  inade-~
’quate props (BA 244, cf 212) Bart 01iver,4for'one hdecides that she
tried to accomplish too much w1th too llttle (BA 249) ‘

Other characters, however, find»such material limitations less im—--
’ ) ®

.portant. Lucy Swithin, taking a position recalling Richardson's, sup-
. ) . . . . « ’ . h .

ports the playwright and producer who’ requires the audience to use its

imagination (BA 167). Isa Oliver, Who~cannot follow tﬁe involuted plot

of one - of the plays—w1th1n the—play, partly because Miss LaTxobe has

had to cut out a portion to save time, concludes that plot. is less im—

A:\ 'portant than theaghotion it evokes (BA 111). Both Lucy -and Isa imply

o "

that the audlence must contribute sometﬁing to: the production. Miss
.LaTrobe can control her audience to a certain extent, but‘she also is

'dependent upon it, just as she both controls_and is dependenteupon~the

natural world. Art, as Orlando says of poetry, is "a wvoice answering

a voice." Miss LaTrobe s pageant is a conversation with the audience

|
[
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as well as with’the natural world. j}

The audience's side of the conversation to-a great extent is.in— ’
terrogative. Some of its members wonder about-thc presence of the vil—>
lage idiot. Some wonder whether or not Miss LaTrobe intended the inter-—
ruptions resulting from holding the pageant'out of doors. Still others
wonder about their wondering: ”hnd'if we're 1eft asking questions,

isn't it a'failure as a play°" Yet perhaps the author they think
intended them to be unable o reach well-defined concluSions (BA 233)

If the play defies neat 3ummations, 1t does so‘to a certain'e#tent in
spite of bﬁss LaTrobe who, with her dtLermination to control and to im-
pose her will on everyone and everything around her, is one of: the end

) products of western Civilization.‘ She is critical enough th'parody some
.of its cultural pfoducts, but parody in'itseif does(not_constitnte a
positive aesthetic alternative» That the_pageant does hecome, at _east
in part, such an alternative isebecause‘Niss LaTrohe is artist enoug 1

to accept gratefully the unantiCipated intercessions of the natural worlq
'and to learn that -a work of art. evolves to some extent - according to - its
own inner laws. | |
% To thebeXtent that the“drama is a voice answering the voice of her

- audience, the fact that itsvmembers are left asking questions is. under—‘
standabie. The audience, as it plays out its own pageant hetween the‘
acts largely is uncertain tense, torn by conflicts and fearsf ‘The

play answers in the same tone. Yet the'questioning‘itself can he‘seen
as positive. .As one’ member of the audience §mys, “if we don't Jump to
m}conclqsions, if you think andq& think, perhaps one day, thinking dlf—{'“
g

ferently, we shall think the same" (BA 233) Hope reSides not in estab—

lished systems of thought, but in the vital act of/thinking Art does

TERT
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not illustrate the former but reveals -and encourages the latterf» The
\ . o

o

goal is the’ 1nc1u51ve perspective that Woolf s characters attaln only at

moments. Her emphas1s as 1ndetcrm1nate tltles like Tolthe Lighthouse

S

R

~and Between the Acts 1nd1cate is" less on the attainment ‘than ‘on the
‘ &

everyday entan°lements that constitute life. if

t R " 7
Sy WQolf examlnes the 51tuations of the femalexartist 1n .an ever-

sy
9 B B

,E.

wldening context. She begins with Lily Briscoe among the middle—class

J .

1nte111gentsia in early twentieth—century England. In Orlando, she

F
u 5 o

places Lily s problems 1n the larger context of the history of English

,,_ ,,u PR
B , v

: ;c1v1lizat10h She places the history of English c1v1112at10n in Be—‘

ol DTS
- o’ J .
> -~ ~.

L .
tween*the Acts among the people of twentieth—century England between the

“

C/x..-\ S ? /‘J)u'*:
52 two world wars'and those people 1n‘the still larger context of ‘all human
e, _:J./ . ) ‘.,,@!,v

and natural hlstory. Woolf s work as a whole therefore becomes in-

crea31ngly 1nc1u81ve. The permanence she and her characters glimpse

w1th1n change does not suggest however as it does in the cases of
r“'

‘e’ Sinclair s and thhardson s work, any belief in the abillty of the in—

d1v1dual consc1ousness to perceive an ultimate consciousness which con-

&

=

'talns 1t or a splrltual realm which encompasses and shines through this

R g

't

e

The permanence perceived in Woolf' 5 work suggests, iné

materlal one.;
6;:

‘ steaﬂ,\a bxoadened more 1nclusive<?%rspective on life in this world
Jlgﬁ"

The orlgins or‘manlfestations of the marvellous fact of life itself are

:":°ne1ther explainable nor a toplc of speculatlon. The lapses of egoism.

that result from moments of broadened perspective may bring either re-

[

11ef as they do to Miss LaTrobe as well as to Mrs. Ramsay, or panic,
as they do to some, of. the characters in The Waves. They do not bring
the klnd of sp1r1tual certainty or belief that one senses in Sinclair

L -

"and Richardson. | B : e .
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. ' iv. 'CONCLUSION

"'"The modern Pilprim's Progress would read strangelv and-
significantly with woman as the pilgrim! But the end-- ..
‘that would be a difficuley.'™

Mona Ca1rd The Daughters of Danaus (1894)

s

[

The female artlst as Sinclair, Richardson, and Woolf present ‘her
“;_confronts a dilemma. To say she wants "to have her cake ahd eat it

"too” is inaccurate. The cliche suggests that what she asks is 1mpos-

sible and a bit silly besides. Like a number of their predecessors, p
“all three women are convinced that what the female artlst asks is‘
neither 1mpossib1e nor ‘even unreasonable. To want to be treated nots
.as one of a3 group of reproducers, but as an ind1v1dua1 capable of ,l‘
channeling her ‘energies in a wide variety of dlrections perhaps more"?

than one at the same t1me, is to them morevthan reasonable. It ig

essential for their own fulfillment' moreover, it is beneficial to

the larger society and to art, both of which need an infusion of women s

s : W

values. Before a female artist can function as¥woman and asaartist

however, society must redefine those roles so that they are no lgﬁg§§

mutually exclusive. Before she can express women‘s valuesaﬁﬁ art, she

must challenge gertain artistic conventions. RO
Sinclair Richardson, and Woolf frequently examine-ihe.female ar-lh
tist! s.dilemma in the context of her inner life.  There her own segse
of herself offsets society s definition of her as inferior. There
'she is more likely to be taken seriously as an artist. ‘Even in that
.context however, she 1is not safe, as the emphasis of WOolf in particu-
s

‘lar on inner inhibiting factors reshlting from a hostile environment

shows. Wbolf_describes in her essays and dramatizes especially in gg"

354
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theuLi‘hthouse what nas come to'b:pknown among educaticnal and social
psychoiogists'as theﬁ"self-fulfilling prophecy-" Atcording to Robert
Merton "the self- fulfilling prophecy is, in, the beginning a false
quefinltion Of the situation evoking a new behavior which makes the

orlginally false conception come true. The specious. validity of the
‘self- fulfllang prophecy perpetuates a reign of error. For the
‘prOphet will cite the actual course of events as. proof that he was
rlght from the very beginnlng.nl“ln other WQrds, the female artist is-
told that she cannot p{oducefsignificant'art; Because she believes
she cannot; she does not. The fact that she does,not is used as~evi-
dence to support the contention that she cannot. 'In guch a context she-
is damned 1f sﬁz commi ts herself to art because she flies in the face
_lof the proven fact that she cannot do anything worthwhile, If by some
_miracle she does do something worthwhile, she is damned as an. Unnatural
creature more man than woman. On the other hand 1f 5he contjnues to

' produce the 1nferior art expected of her, she continues to be damned as
. a creature of inferior intellectual and artistic capabilfty-
" The emphasis on’ the reign of error" and the inhjbiting psYCholo— |
_ gical state- that is its result dominates commentaries on the sitUation
of female artists and career women in general that have emerged in more
recent decades, SimOne de’ BeaUVOir s chapter in Ihg\gggggg_§g§,(l949)
on The Independent Woman for example, describes in detai§ the inner
upheaval with which such a woman copes. She wastes time ‘and miSdirects

.ad?gtory roles re—

i,
her energy in youth; oscillation among several co&%

(ga AN

‘sults in a diffusion of - energy, [ailure or fear-of§?e11 re in one role

leads to_overfcompgnSation in others; and recurrent - self-doubtg ag,

" wellhas thoughts of giving up neceééitate continualireaffirmatiohs of

A%
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. intentiont? Western society still assumes that women who deviate from
the traditional feminine role of wife and mother are 1nferior at what
they do until they prove themselves qéperwiSe. To win the right to be

ftreated as equals in professions dominated ~by men, they often must per-

‘form not merely in the same but in a superior manner,

Women confronted with this struggle.frequently devise ways to pro—

tect themselves from some of the psychological suffering 1nv01ved
v

Sinclair, consistently, Woolf and Richardson usually, are free of the,

"sour grapes view that if they cannot do successfullv what men do,
it is not worth doing. All three ultimately operate within’a larger
"metaphysical perspective. Consequently, they remain'unaware of some
implications of their insistence that women - bring their own values both
n_into the larger society and into art.‘ To enphasize ‘the centrality. ot
the individual consciousness is one thing,vto 1nsist that such'an empha—”
s}s is peculiarly feminine is another Unjustifiably devalqed qualities
no doubt deserve a disproportionate amount of attentlon until aware-~ o
‘ ness of them increases. The redefinition as strengths of what society

presently considers weaknesses however does not contribute to the

attainment of individual or social androgeneity if 1t 1eads to a cor-

: responding redefinition as’ weaknesses of what societv considers strengths.

Women and women artists, in other words do little to improve their

'situation when’ they claim a monopoly on certain devalued characteristics,

V:define them as superior, and dismiss men and their accomplishments as |

;nferior or eyen malign. Rejecting generalizations about women as

hbodies, they counter with equallv limited generalizations about men as
ow

fbrains. The result is an anti- intelléctualism that beneflts nobody.

Moreover, the emphasis on women s values and women's art can be
»

AN



357

'construed in part, as a self protective stance either designed to
placate potentially—hostile men resentfulvofvcompetition or to limit“
4women(s competition to otherrwomen. To be an outstanding woman
artist seems easier than to be an‘outstanding artist.' Such an atti-

tude perpetuates rather than eliminates the double standard according

‘ [

to which the accomplishments of the sexes are valued v‘So long as women
insist that their. work be considered separately, whether according to

a superiorbor an inferior.set of standards, the latter, because tradi-
tion is strong, very likely will prevail. To the extent that it does,
women will be encouraged to aspire no further and will have “trapped
1themselves once again 1nia situation very like the one the woman s
movement set out to?alleviate;

' The temptation to protect oneself is not peculiar women ar-
tlsts. Nor'is it’entirely reprehensible. While it may not encourage
high standards, it is the impetus for a large amount of diverse artis—
tic activ1ty within groups treated with condescen51on in various'places
at various timeS‘for various. reasons. The encouragement of such acti-
-: vity among increasing numbers of people within those groups is a neces-
sary preliminary to the out standing achievement of a few; These few
Lultimately transcend sex, race, social class, ethnic group,vreligion,
geographical region or nationality, not by losing their consciousness
of it but by using it to particularize what in the human condition isv:
universal In fact, transcendence may be attained when the artist |
_ perceives that the tendency to define oneself and others like one in i;;ihi.
'opposition to some other group is universal |

| Examples of artists who confront formidable artistic traditions

-

established by a dominant yet for some reason alien group are numerous._

3
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d their self-reliance against English traditions. In the United

any writers in the South eventually stopped writing

ron publishers and readers. Canadian artists increas—
ingly are vocal about a heritage that differentiateslthem from both
England and the United States, and French-Canadian artists about a
heritage that differentiates them from the rest of Canada.l Black <
artists reject the conventions of the white establishment. A good il1-
lustration of the latter is Willie Spearmint,,the black writer ianer-
nard Malamud's The Tenants (1971). Just as Richardson's Wiriam insistsi
that everything has a. different meaning to men and women, SO Willie‘
insists that everything has a different meaning_ to whites and blacks.
Just as women' s fiction must be correspondingly different from men's
so black fiction Willie insists must be different from white. TO'

give the ‘black experience expression however he is willing to learn

from Lesser, a white writer, a minimum of literary "know-how" N Just

“

Y

as Miriam is willing to put masculine talent to work to give expression

to the feminine consciousness. Like Miriam too, Willie presents the

'i'black experience from the inside, attempting to redefine it in a way

2

ERES more meaningful than the larger soc1ety has’ done.

Comparisons of the situations of women and blacks are common and

‘4'\,

often invalid , A comparison of the problems of the- female artist to

A\
those of the black artist usually minimizes hers. : The female artist s

"Dr' H .‘ ' 5

problems and the women s movement in general exist largely within the

].‘.

white middle—class. Beside the difficulties of the working classes

':, and the. unemployed during the same period, as suggested in novels like

.'ii Upton Sinclair s The Jungle (1906) they seem less significant. Perhaps

Q:,v :
K



ninueslor have been abandoned altogether;is because they are associated
with the presentation of middle-class 1ife by writers who can afford

the luxury‘of introspection.4 Social problems oppressing other groups
of people may be suggested ‘in such novels. Because the reader is con-
fined to the consc1ousness of one or more middle—class characters,
however, the 1mpact of such problems is’ not likely to be great. To
insist that the 1mpact be great of course, is to insist that external
c1rcumstances are decisive and to minimize the centrality of the in-
div1dua1 consc1ousness. Indeed, the value system dominant when Sinclair,
Richardson, and Woolf wrdte is dominant still.

The fact that by the year of her death, 1941, Woolf saw the’ situa- d
tion of the female artist in a much broader context *does not mean that
‘the situation had 1mproved markedly. Nor had it improved by the time
Sinclalr /aiter not having published anything for two decades, died in"
1946, nor(even by the time Richardson died in - 1957 The female artist s
: Qilemma remalns much the same. 1In the middle decades of this century x
‘certain external obstructions to her development no longer exist, butu 7
western society s attitude toward woman's p?oper sphere has not changed ,i
sufficiently to benefit her self—confidence should she deviate. Wbmen d‘
in the visual arts, for example, even when they have ability equaiwor
superior to their male contemporaries, -are not encouraged to take them-l:‘
selves seriously as artists. Nor do they have the. same chahcesbas young
men tobget into graduate programs in art, or to get teaching appointments
. and grants. Little wonder that,’ when these factors are combined with .
their socialization for the role of wife and mother WOmen exhibit less i

- . . . '4/,
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.

commitment than men of equal ability.5 Little wonder, too, that the
great women artists whose emergence 1s to depend upon a change  in at-

titude toward woman s‘role have yet to materialize.. .
A ]

i

Ifjthey have materialized they have yet to gain recognition.
Male domination of art criticism and of the selling and buying of art
‘works is "as much,z‘factor as 1s malerdomination of artistic production.
Ev1dence increasingly emerges‘to indicate that some women artists, par-
ticularly in the v1sua1 arts, whose ‘works equal and occasionally surpass
those of widely—known malelartists alwa;s héve existed and continue to

exist. These women s works-have been unsigned, attributed to some man,

Lt . 6 . .
Or, more recently,. simply 1gn3red. Dealers and museums tend not to

accept women's work. Art historians and critics give them little atten-

tion. WOmen who want the artistic ability of their sex acknowledged
can achieve more by becoming competent art hismégdans and critics than

by becoming artists. Such an effort is underWay%inHliterary criticism,

x.The works of certain female writers deset*e re—eva

\

neverthe-

P ; !
the cause. -
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3Seé, for ekample, Joseph Warren Beach, The Twentieth Century Novel:
Studies in Technique (New York, 1932) ; Babette Deutsch, "Imagism in ‘
Fiction," Nation, CVI (June 1918), 65635 Randolph Bourne, "An Imagist

Novel," The Dial, LXIV-LXV (1918), 451-452; wWilliam A. Harms, "Im-
pressionism as a Literary Style," unpubl. diss. (Indiana, 1971).

See, for example, J. K." Johnstone, "Bloomsbury Aesthetics," The
Bloomsbury Group (New York, 1954); Keith May, "The Symbol of Painting
in 'To the Lighthouse,'" Review of English Literature, VIII (1967),
91-98; Sharon Proudfit, "Lily Briscoe's Painting: A Key to Personal
. Relationships in To’the Lighthouse," Criticism, XIII (Winter 1971),

26-38; Allen McLaurin, Virginia Woolf: The Echoes Enslaved (Cambridge;'
1973). : - : , : ’

_SSee Frederick J. Hoffman, "Forms of Experiment and Tmprovisation,"
The Twenties: American Writing in the Postwar Decade, rev. ed. (New .
York, 1962); Robert H. Ross, The .Georgian Revolt, Rise and Fall of a
Poetic Ideal: 1910-1922 ‘(Carbondale, 1965); A. C. Ward, The Nineteen-
Twenties: Literature and Ideas in the Post-War Decade, 2nd ed. (Lon-
don, 1933). : » : o

6"Our Vortex," Blast, I-II (1914-15), 151-152.

II. A. Biology or Environment: Two Views of the Female Artist

Isee Appendices T and II.

'zAmong the relatively few longer studies of artist-characters in
fiction, see especially Maurice Beebe, Ivory Towers and Sacred Founts
(New York, 1970)..  See also T. R. Bowie, The Rainter in French Fiction
(Chapel Hill, 1950); Van Wyck Brooks, "The Artist as Hero," Sketches:
in Criticism (New York, 1932), PP- 93-99; Ralph Stokes Collins, The
Artist in Modern German Drama (Baltimore, 1940); Gerald Jay Goldberg,
"The Artist-Novel -in Transition,” English Fiction in Tfans?tion,'
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IV, 3°(1961), 12-27; Philip Gilbert Hagmérton, "Artists in Fiétion,"
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Thoughts About7Art.(Boston,'1880),ﬁpp. 101-124; Frank Keymode, "The
Artist in Isolation," Romantic Imﬁ%e (New York, 1957) » Charles McCann,
Eric Solomdn, Sister Mary Bernetta Quinn, Lionel Stevehson, and James
G. Kennedy, "Forum: The Conference on the Artist-Hero Novel," English
Fiction in Tramsition, vV, 1 (1962), 27-34; Maurice, Shroder, Icarus:
The Image of the Artist in Frgmch Romanticism (Cambridge, 1961); James
M. Wells, "The -Artist in thg'English Novel, 1850-1919," Philological

Yo

Studies (West Virginia U;é;

Férsity), IV (September 1943), 77-80.
One critic who doesgfive special attention to the female artist-
character is George C. ﬁghoolfield, The Figure of the Musician in
German Literature (Chapel Hill, 1956).

See, for example, Hazel Mews, "Women Standing Alone," Frail Ves-
sels: Woman's Role in Wpmen's Novels From Fanny Burnev to George
Eliot  (London, 1969), pp. 173-193; Patricia Thomson, "Woman at Work,"
The Victorian Heroine: A Changing Ideal: 1837-1873 (London, '1956),

4See Jill Conway, "Stereotypes of Femininity in a Theory of Sexual
Evolution,” Victorian Studies, XIV (1970), 47-62. see also Mary
Ellmann, Thinking- About Women (New York, 1968); willa Muir, Women: .
An Tnquiry (London, 19235; Kate Millett, "The Reaction in Ideology,™
Sexual Politics (Garden City, New York, 1970), pp. 176-233. Among
the psychologists and amateur Psychologists, see Sigmund Freud, -
Three Contributions to .the Theory of Sex, ‘trans. A. A. Brill (New
York, 1962; fipst published in translation, 1910); Carl G. Jung, -

"The RelationgéMmtween the Ego and the Unconscious,” The Basic Writings
of C. G. Jungilied. Violet de Laszlo (New York, 1959), pPp. 158-181;

D. H. Lawrence, Fantasia of the Unconscious and Psychoanalysis and
the Unconscious (London, 1961). ‘ -

SGeorgevHénry Lewes, "The Lady Novelists," Westminster Review,
LVIIT (July 1852), 129f; John Crowe Rénsom}‘“The Poet as Woman," The
World's Body (New York -and London, 1938), pp- 76-110. ‘

6'"Music', Painting, and Poetry," Daughters of England, Their Posi-
tion in Socie¥y, Character, and Responsibilities (Lordon, 1843),
pp. 106-140. , -

7See'Clemence Dane, "The Feminine of Genius," The Woman's Side (New
York, 1927), pp. l6l—{]l; Lawrence Gilman, "Women and Modern Music,"”
Phases of Modern Music (Freeport, New York, 1968; first published, -
1904), pp. 93-101; J. G. Huneker, "The Eternal Feminine,” Overtones:"
A Book of-Temperaments (New York, 1912), pp- 277-306; Eloise Spaeth,
"Woman :inithe Arts,™ The Spiritual Woman: Trustee of the Future,
ed. Marion’'T. Sheehan (New York, 1955), pp. 1-11.

8"Sex in Art," Moderthainting, The Collected Works of George Moore

 (New York, 1923), XIX, 191.

D 9Eve1yn Innes (1898); The Collected Works 6f George Moore, VI, 179,
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See Ann D. Wood, "The Scribbling Women and Fanny Fern: Why Women

Wrote," American Quarterly, XXIII, 1§(Spring 1971), 3-24.
11 ~ | |

The Half—Sisters; 8th ed. (London, 1866), p. 162.
1ZSeé'B.'G./MécCartﬁy;,WOmen Wrifers: Theit:C6ntribution to the
English Novel: 1621-1744 (Oxford,. 1945), p. 42.
'130n the'subjecprof the singlé woman in literature, seeADo:oihy f;gﬁ.

Deegan, The Stereotype of the Single Woman in American Novels (New
York, 1951).. = R ‘ it

vy

T4
- ]

14Agnes:DeMille, "The Milk of Paradise," American Women: The Changing .

Image, ed. Beverly Benner Cassara (Boston, 1962), pp. 124-141. “Women
~ sculptors iﬁ:nineteenth—century America also. had less difficuley
because no lengthy tradition of American sculpture preceded.them and

because the demand for monuments was so great. - See Margaret F. Thorp,

~"White, Marmorean Flock," New England Quarterly, XXXII (June 1959),
147-169. o ' ; o .
'158ee Dame ‘Ethel Smyth, A Burning of Boats," London Mercury, IX
(1924), 383—393;.winifred-Holtby; Women and a Changing Civilization
(London, 19349, p. 96; Joyce M. Horner, The English Womén Novelists
znd Their Connection with the Feminist Movement (1688-1797) (North- ..
hampton, Mass., 1929-1930), p. 3. , R '

16

i
o

 See Inga-Stina’Eubank, "The Woman Writer," Their Proper..Sphere: A :
+-Study of the BrontH Sisters as Early-Victorian Female Novelists (Cam- -
bridge, Mass., 1966), PP. 1-47. S R '

175%3 Lawrence Gilman, "Women agd Mpde;n-Music," Phases of Modern -
Music (Freeport, New York, 1968; first published, 1904), pp: 94-5;
George T. Ladd, "Why Women Canno Compose Music;"vYale,Review, n. s..
VI (July 1917), 801-803. - - : ’ ‘ ’

R

8See Brander Matthews, "Women Dramatists," A Book About the Theatre
(New York, 1916), pp. 119-122; Joseph Mersand, "When Ladies Write "%
Plays," American:Drama: 1830-40 (New York, 1941), pP. 153; George Jean -
Nathan, "The Status of the Female Playwrights," Entertainment of 2
Nation: or Three-Sheets in the Wind (New York, 1942), pp. 34-6;
"Women Playwrights——A Symposium," Books Abroad, XXII, 1 (1948), 16-21.

1?Sée Moote, "Sex in Art;" Jan Gordon, "The_WomenAPainters,"'Modern
French Painters (London, 1929; first published, 1923), .161-166; Clive
Bell, "The Feminine Touch," New*Statesman'and‘Nation,\XI,‘Januéry 18,
1936, 82, R o —

: OW. L. George, "WOman a§d7£he,faini.Pot," The Intelligence. of
Woman (Boston, 1920), p. 126. o :

The Brontls wrote under male pseudonyms for this and other reasons.
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' zlSee Henry S. Cahby, "The Feminine. Touch in Literéture," Anerican
Estimates (New York, 1929), p. 213; Ashley H. Thorndike, "Woman, "'
- Literature in a Changing Age (Freeport, New York, 1969; first pub-

lished, 1920), p. 195. . ' ‘

St o ‘ :
ZZSee, for example, Herbert J. Muller, "Virginia Woolf, and Feminine
Fiction,” Modern Fiction: A Study of Values (New York, 1937), p. 326.

23Se Elizabeth D. Pendry, The New Feminism of English Fiction: A
Study"in Contemporary Women Novelists (Tokyo, 1956), pp. 22-23.

24See, for example, Lionel Stevenson, The English Novel: A'Panorama
(Boston, 1960) on Fanny Burney, Jane Austen, Charlotte BrontB, and
- George Eliot; and Walter Allen, The. English Novel: A Short Critical
History (New York, 1954), on Mrs. Charlotte Smith, Anne Radcliffe,
" and Maria Edgeworth. . o : C

'ZSSee; for example, William L. Counﬁey,The Feminine Noté in Fiction
(London, 1904), pp. xxvii-xxxiii; Harry T. Levin, "Janes and Emilies,
or the Novelist as_Herqine," Refractions (New York, .1966), p 263.

6Sée, for exambie, Mhrjofy A. Bald, Womén—Writers of the Nineteenth.
~Century (New York, 19€4),-p. 277; B. G. MacCarthy, Women Writers: Their
Contribution to the English Novel: 1621-1744 (Oxford, 1945), p. 40.

27Seg., for example, Ian Watt, The Rise of ‘the Novel: Studies in

- Defoe, "Richardson, and Fielding (Berkeley, 1957), especially his chap- -
ters on Righardson and Fielding as well as his commeént on Jane Austen;

see alsg/SZevenson, The English Novel, pp. 28, 118, 309-310.

[

8Eee_Vera Brittain, "Women Writers and the Woman's Movement," Lady .
into Woman: A History of Women From Victoria to Elizabeth II (London,
1953), pp. 211-213; Lionel Stevenson, "A Group of Able Dames," The
History of the English Novel (Néw”York,vl967), pp. 254-253, 297;
‘Horner, The English Women Novelists; and Pendry, The New Feminism of:
English Fiction. ' s : o

"ZQVindication of the Rights of Women (London, 1792), ) -

o

3QCorinne: Or Italy, trans. Emily’Baldwin,and Paulina'briQéf (London, -
1911), p. 247. . 3 » i .

_318ee_Roderick»Marshall, Italy in-English Literature, 1755-1815: -
Origins of the Romantic Interest in Italy (New York, 1934). s

32

See Robert C. Whitford, Madame de Sta¥l's Literarv Reputation in
England, University of Illinois Studies in Language and Literature,
IV, 1 (February 1918), 16-19. Not all female artists or their female
. characters and artist-characters identified with Corinne's artistic

triumphs. - The authorial persona of Mrs. Craik, in Olive: A Navel
(New York, n. d.; first published, 1850), states that " thefiie,

ever lived the woman who would not rather sit meekly by her
~ hearth, with her husband‘at“bér side, and her children at hérg)

<
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than be crowned .Corinne of the Capltol" (p. }). EllOt s Maggie
Tulliver din The Mill -on the Floss (1860) does not want to be like

~+.. Corinne because she perceives that the dark-haired heroine, with whom
:4she identifies, will lose her “lover to a 1ight—halred woman, as in so -
vmany other novels (Vol. II, Bk. 5, Ch. 4). In James's Roderick Hudson

“ {1875y Mary Garland reads Corinne to Mrs. Hudson. . The comments .of

nelther are recorded. In The Bo<tonlans (1886) Basil Ransom calls
Verena, ‘who speaks for 'the woman's movement, a New Engiand version of

‘Corinne more 1nterested in a causeée than in art.

3Florence nghtlngale ”"Cassandra" (written, 1852; privately
printed, 1859); included as Appendix ‘I in’ Ray Strachey, The Cause:

399, - - -
34 ’

~
"

‘. J. S. Mill, The Subjectionvof WOmen4(London,,1869), Pp- 1267;41,

3'SSee Margaret Collyer, Life of an~Artist (London, 1935), fp. 79-82;
Linda Nochlin, "Why Are There No Great Women Artists?" Woman in Sexist
Society;,ed. Vivian Gornick and Barbara K. Moran (New York, and London,
1961), p. 354; Strachey, The Cause, pPP- 93 96; Thorp, "White Mar-
morean Flock, " 147- 148. \

36Aurora.-Leigh (London, 1859), p.v183.
37See Madelyn Gutwirth, "Madame de Sgaél Rousseay, and ‘the Woman
Question," PMLA, LXXXVT (January 197i), 100-109.

B

8Susanne Howe, Wilhelm Melster and Hls English Kldsmen Apprentices

to-Life (New York 1930), p. 250, thinks that Bianca's renunciation is

a conccssion by Jewsbury to’ her readers.

39"Is There a 'Feminine' 1jction?" The Modern Novel: Some Aspects

. of Contemporary Fiction (L>ud-a, 1926), pp. 103-104; see also Mary

"‘.Lou1s Auchlncloss s thesis in Pioneérs and Caretakers: A Study of Nine

Ellmann, Thinking About Womcn (New York, 1968), pp. 160, 169, 173.

" American. Women Novelists  (New York, 1961) that women writers are more

affirmative than men is so general as to have almost no validity.

"His own discussioms of writers like Katherine Anne Porter, Carson t e
"McCullers, and others negate it. He does not consider Flannery O' Con~.

‘'nor, nor does he indicate whether or’ noc hris thesis might apply to
K nonAmerican women writers like Dorls Lessing and Iris Murdoch

4ONochlln,,"Why Are.There No: Great WOmen Artists’" 34&.

41Edith Kern, "Author or Authoress’ﬁ, Yale French Studies, XXVII [
©(1961), 5. : - o L o .
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~ﬁ Short History of the Women's Movement in Great Britain (London, 1928),
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II. B. Virginia Woolf: Suffragette or Artig

L
\ .
¢ - .

'1Séé'Mary Kelsey, "Virginia Woolf 'and the SHe-Condition," Sewanee

- Review, XXXIX (1931),, 425; E. D. Pendry, "Feminism, Fiction and Vir-

" ginia Woolf," The New Feminism of Enplish Fiction: A Study in Contem—
porary Women-Novelists (Tokyo, 1956), p. 273 Herbert Marder, Feminism
and Art: A Study of Virginia Woolf (Chicago and London, 1968), pp. 86,
92. : . i , i i

2All references to the following editions of Virginia Wool 's. -
works will be abbreviated and documented parenthetically in the text: ’
VO The Voyage Out (London, 1929; first published, 1915); ND Night
and Day (London, 1919); JR Jacob's Room (London, 1929; first pub-
lished, 1922); MD Mrs. Dallovay (New York, 1925); L To the Light-
liouse (London, 1927); AROO A Room of One's Owd™(London, 1929);
TG THree Guineas'(London, 1938); WD A Writer's Diary: Being Extracts_
From the .Diary of Virginia.Woolf, ed. Leonard Woolf (London, 1953);
,CW  Contemporary Writers (London, 1965); CE Collected Essays, 4 vols.
(London, 1966) .- - : l - 7o

]

3Vera Brittain, Testament of Friendship: The Story .of Winifred
Holtby (London, 1941), :p.- 114, quotes Holtby as writing in the York- -
‘shire Post: ""I am a feminist;..because I dislike everything that
feminism implies; I desire an end of the whole business, the demands
for equality, the suggestions of sex warfare, the very name of femi-

‘nist." Holtby wants "a society im -which men and womén; work together
for the good of all mankind," in which respect for the’ human being is
more important than sex differences. - : '

-

4Ci'cely Ha@ifton, "The Need for Imagination in Women," English
Review, XXXIT (1921), 40-46, also suggests that women are not in-
herently pacifists, that oncé they are swept into the vortex of crowd
‘life, they will behave as violently, egotistically, and malevolently
as men. She uses the milifant- suffrage movement as an example.

. 3SSee J. B. Batchelor, "Feminism in Virginia Woolf," Virgfnia _
Woolf: A Collection of Critical Essays, eds Claire Sprague . (Englewood -

Cliffs, N. J., 1971), p. 173. ‘

/

6Leoﬂard'wpolf,'Downhiﬁl.All‘thé Way: An Autobiogréphgﬁof the Years
1919-1939 (London, 1967), p. 27.'3 S . :

Ay

¢ 'Winifred Holtby, Virginia Woolf (London, 1932), pp. 27-28.
St T . L ~ A . .

.8Jean Guiéﬁet; Vifginia Woolf and Her Works, trans. Jean Stewart
(London, 1965) explores the parallel between Virginia Woolf and
Antigone (pp. 419, 464). She stresses Woolf's commitment to contem-
porary issues. " So does.John F. Hulcoop, "Virginia Woolf's Diaries:
Some Reflections After Reading Them and a Censure of Mr. Holroyd,"
© ~ Bulletin of the New York Public Library, LXXV, 7 (September, 1971),
" - . 308. L e o ' ' : , : o

o
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9Marder-,'Feminism'and Are, also éééociates Woolf the feminist with
Woolf the artist and social responsibility with art. See especially-
pp. 156, 167, 175, ' K ' -

1I. C. Dorothy Richatrdson: Victim or Victor

o l"Data for Spanish Pﬁblisher,"-ed. Joseph Prescott, The London
Magazine, VI, 6 (June 1959), 19. : '

o ¢ g RN T o .

2A'numbe?%&f§%titics read Pilgrimage as little more than the pro-
duct of a.feudnisfy istorical period. . See; for example, Conrad Aiken,
A Reviewér's ABC (New York, 1935), pp. 329-331. Others see the histor-
ical accuracy as®valuable} although perhaps as dating the novel. - See,
for example, Horace. egory, "An Adventure in Self-Discovery," Adam:
International Revifw, XXXI (1966), 46; Walter Allen, "Introduction"
' to the 1967 Dent edition of*Pilgrﬁmage, pp. 6, 8; Winifred Bryhe
"D. R.," Adam: International Review, XXXI (1966), 22-23; Ellen F tz-

" - gerald, "Dorothy M, Richardson,"” Life and Letters Today, XVII, 10

- (Winter 1937), 37-39. Critics aware of the larger social, metaphys{-
cal, and aesthetic implications contained in Richardson's treatment
of Eéminism and male-female relationships in general are Caesar Blake,
Dorgthy Richardson (Ann Arbor, 1960), pp. 39, 80-81; Babette Deutsch,
"Adventure in Awareness," Nation, February 18, 1939, 210; and Shirley

~ Rose, "The Social and Aesthetic Views of Dorothy M. Richardson,"
unpubl. diss. (London, 1967). S

3All references to Dorothy Richardson's Pil rimage are to the four-
volume J. W. Dent edition (London, 1967) and will be documented paren-—
thetically in the text according to volume, abbreviated title of Ca
section, and page: ‘PR . Pointed Roofs (1915); Bw Backwater (1916);
He Honeycomb (1917); Tun The Tunnel (1919); Int Interinm (1919);
DI. Deadlock.(1921); RL Revolving Lights (1923); rrap The Tia
(1925); 0 Oberland (1927); DLH Dawn's Left Hand (1931); CH Clear
Horizon (1935);:DH Dimple Hill-(published with the first callected
edition in 1938); MM March Moonlight (an uncompleted final part
ptblished with the Dent republication of the collected edition in
1967).. ‘ v o .

I3

o 4"The Reality of Fetinism," Thé'PloughSharel n. s. iI; 8 (Septem-
ber 1917), 246, - s " . ‘

5"Déta for Spaﬁish}Publiéhéf,a 17—18ﬁ

6See "The Reality of Femihism," 24?{243; "Letter to the 0dd Man,"
Ye Crank and The -Open Road, V, 3 (March 1907), 147-8; "Notes about a
book purporting to be about Christianity and Socialism," Ye Crank o
and The -Open Road, V, 6 (June 1907), 314. See also Shirley Rose, "The
Social and Aesthetic Views of Dorothy M..Richa{dson.", ) o "

. o S :
' 7"Talgnt and Genius: Is not Genius Actually Far More Common Than g
Talent?" Vanity Fair (NY), XXI, 2 (October.1923), 120.- R L
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{;80uékérs Past and Present (London, 1914), pp. 72, .75-80. ,Richa;&-
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2

son's Pilgrimage, the title.of which suggests a spiritual dimension, - /., «

demonstrates the spiritual

is a Pilgrim's Progress with woman as protagonist.. Appropriately,
that woman's name is Miriam. While the name recalls Hawthorne's

<

equality, even superiority of women.* It -

Miriam in The Marblé’ Faun and James's Miriam in- The Tragic Muse, both
artists, it also recalls the sister of Moses and Aaron, the prophetess
of the 01d Testament .who praises God with timbrel and song (Exodus 15:
20-21). Olive Schréiner, who .in Woman and Labor (New York, 1911)
traces the decline of various nations and groups to.the reduction of
women to passive sexual ‘functions, contrasts the strong Jewish women
_of the days when the Jews were str;zé and mentions "Miriam, prophetess

and singer" (p. 94) . When

Miriam @#nd‘*Aaron speak against Moses and

claim themselves equal recipiencéggf God's word, .God reveals his

anger to both, but he punishes onl¥-Miriam for her presumption. He
makes her a leper but, because Moses pleads for her, banishes her from
the camp for only seven days (Numbers 12:.1-2). Pilgrimage'is, in "
part  :n attempt to present the situation from Miriam's point of view.
Both ?i:hardson and her character, Miriam, see the God who as@umes a

positior of authority and,

angry, jealous, and egoistic, passes judgf

meat upon humanity, as a male creation (See '"Data for Spanish Pub--
lisher." 18; IT Tun 93-4; ITI RL 323, 328). Both see-®od- ahd humanity
as inseparable. That Miriam has the name of a woman *whd qugsfioned
tie authority of the patriarchal God as well as her own inferiority is

importerz. And, like the

liriam of the 0ld Testament, Miriam Hender-

sor's presumption makes her something of a social outcast., oo

9"Women'and,the Future;
Mystery of 'La Giaconda,'"

IT. D. May

How It Strikes g}Mére

A Trembling of the Veil Be?bre the Eternal.
‘Vanity Fair (NY), XXII, 2 (April 1924), 40.

-Sinclair: The New Normality

2

Novelist," Votes for Women, December 24,

1806, p. 211. 'Sinclair's interest in tha suffrage movement also is

indicated'by tﬁo'le;ters tb the editor of the London Times;’April‘ N !

4, 1912;_p.m7 and June 19,

R

2"Mes'sage," Votes for‘W6ﬁen, March 1, 1908, p. 79.

1912, p. 14.

4

3All references to May Sinclair's works are to. the following edi-
tions and will be doéumented.parenthetically, according to the fol-
lowing abbreviations, in the text: AC'  Audrev Craven (London, 1897);
S Superseded -(New York, 19063 first ‘published, 1901); C The Creators ;
(New York, 1910); TH The Tree of Heaven (New York, 1918; first pub-

lished, 1917); AW" Arncld Waterlow: A Life (New York, 1924);: RP The

- Return of the. Prodigal and

Other Storics - (New York, 1914); F. Feminism

(London, 1912); 3B The Three Brontls (Port Washingxo%, New York,
1967; first publishéd, 1912). o : o ‘

4

“"A Defence ofﬁMeﬁ," English Ré&iew,'xr (JQ1y'1912), 558-560. This-

—_—

essay also appeared in Forum, XLVIII (Octaper 1912), 409-420. am

3
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Ibid., 559-561. » - - Ly
Tbid., 562. ., L | | S
‘Ibid., 564.

~

8"Introductlon," The Tenant of Wildfell Hall (London 1914), p. x.

981nc1a1r credlts Charlotte Bronté with prov1ng in Shirley that «
"there are other things" for women, things like "social upheavals,"
the clash of sects and castes, the first grim han@yto—hand struggle
. between capital and labor" (3B 148) '

: 10See also "Psychologlcal Types," Engllsh Review, XXXVI (May 1923),
436-439 .-

ll"Clinical Lecture on Symbolism and{Subl;mation," The Medical Press,
Part I, -August 9, 1916, pp. 118-122; Part II August 16, 1916, pp.
| 142-145. //4

B - " . : . - X B .
121b1d;, I, 122, footnote 5. el ©

Bryid.; 1, 119-120.
14Ibid., II, 143. Richardson, in her discussion of Wordsworth's
creatiye process in "Adventure for Readers," Life and Letters, XXII
(July 1£§9), 45, reaches a similar conc1u31on when she talks:of the-

effu51ons which are insplred by the poet S own effusions. ' :

-15 N . : *
"Clinlcal Lecture," Ir, 44. - ’ g

- o

16The Tysong {Mr. an&:ﬁis. Nevill T Tyson) (New York, 1906) p. 26 _'

7Slnclair descrlbes the situatlons of such women in her comments on
Charlotte Broritl's Shlrlez (3B 149 150) » . .

II. E. "Can't Paint, Can't Write:

Virginia Woolf's Lily Briscoe and Orlando -

_ ‘lVirginia Stephen, "Street ;s51c," National and English Review,
XLV (1905), 145. : et R ) xJZ\z

2The Voyage Out (London, 1929), p. 266. All refercnces to the
following London editions of, WOolf s works w111 be abbreviated and
documented parenthetically in the text: L To the Lighthouse (1927);
0 Orlando (1928); AROO A Room of One's Own (1929); TG Three
Guineas (1938); CE Collected Essavs, & vols. (1966) WD A Writer s’
'Dlarz Diary, ed. Leonard WOolf (1953) .
. .
3"The Intellectual Status of“Women," The New Statesman XVI, Octo-
. ber 9, 1920 15 and XVI, October L6 1920, 45-46

d
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+.critics wha. favor archet)pal read;n

. principle, an "artist\in life." Some¥ of these assume ijgat she creates_

370

4"WOmen and Leisure," Nation and Athenaeum, November 16 1929,
P. 248. See also Lyn Irvine, "Virginia Woolf Upon Women," Nation and’
Athenaeum, November 9, 1929, pp. 201-203; and January 4, 1930, p. 481;
Frances M. Orr,'"Vlrglnla Woolf Upon WOmen," Nation and Athenaeugs
December 28, 1929, p. 456.

5Bernard Blackstone, Vlrglnla Woolf: A Commentary (New York, 1949),
p. 110, for example, finds significance in the fact that Woolf "makes
her chlef commentator a painter, even if a bad painter."” Josephlne
~ Schaefer, The Three-Fold Nature of Reallty in the Novels of Virginia
Woolf (London,xl965), pp. 133-134, agrees that Lily is not to be taken

seriously as an artist,. however important her reverles might be to the
novel. '

v

6Sharon Wood Proudfit, "Lily rlscoe Painting: A Key to Personal
Relationships in To.the Lighthou "Criticism, XIII, 1 (Winter: 1921),W
26-38, is an example of "the former. Herbert ‘Marder, Feminism and '
Art: A Study of V1rg1n1a WOolf (Chicago, 1968), ‘is an example of the
latter.

7V1rgln1a Woolf's nghthouse~ A Studv in Cr1t1cal Method (New York
. - 1970), pp. 43, 95ff. Ruth Z. Temple, Three Approaches tq)Vlrginla _
¥ Woolf," Journal of Modern therature, 11, 3%(1971- 1972), 422, questions
the inclu51on;of this much-reiserated material; howevér the prolifer-
ation of misgulded commentary on To the nghthouse seéems to warrant

the spelling out of overlooked essentials. Among other critics who
give some attention to point of view in To the Lighthouse are Erich’
Auerbach, "The Brown Stocking," Mimesis: The Representation of Reality
in Western therature, trans. Willard R. Trask (Princeton, .} < J.,
1953); J. K. Johnstone, The Bloomsburw Group:y A Study of E. M. Forsteg,
Lytton Strachey, Virginia Woolf, and Their Circle (New York, 1954); - f
‘HarVena Rlchter, V1rg1n1a Woolf: The Inward Vovage (Prlnceton, 1970)

8See Avrom Fleishman, "WOolf and McTaggart " ELH YXXVI (December
1969), 719-738. ' o :

s

gMarder' Feminism and Art, p. 128; H. K. Russell, "woolf s To the
Lighthouse," Explicator, VIII (1950), Item 38; and D. S. Savage, The
Withered Branch: Six Studies in thé Modern Novel (London, 1950), p.v88
all see Lily as inferlor in some way to Mrs.IRamsay.

10Uncriticallv positive readingf'bf
artiecles too,numerous to list.
defined forms.  .To many criticsy
figure, a feminine principle char oy
-beauty,lfertility, nourishment, hh.ﬁﬁ

Mrs Ramsay appear in- books and
gdings take. several easily-
ahsay is a glorlous archetypal
%ea by 1ntur;10n, emotion,

¥, and order. Some of the
Fiassociate her with specific Bib- =

-lical 9r classical prototypes. @the 'critics isolate Mrs. Ramsay' s

‘_ability to creagg harmony and order’ anﬂ;treat hercras an aesthegﬁk

wholeness and harmon ut of the wholeness and harmony ‘which charac-

‘o

terize her persona 1ty. S o Tl e 4

e Ce “v; }
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1Several critics have observed faults in Mrs. Ramsay. See, for
example, Winifred Holtby, Virginia Woolf (London, 1932), p. 155 Norman
Friedman, "The Waters of Annihilation: Double Vision in To the Light-
house," Virginia Woolf: To the Elghthouse, ed. Morris Beja (London,
1970), p. 151; Josephine Schaefer, The Three-Fold Nature of Reality in
the Novels of Virglnia Woolf '(London, 1965), p. 123; Mitchell Leaska,
Virginia Woolf's Lighthouse, pp. 66-76. Those who deal with her
faults .in any detail, however, tend to reduce her to a malevolent
force and are just as mistaken as those who exalt her into ‘a goddess.
To both Glenn Pedersen, "Vision in To the Lighthouse," PMLA, LXXIII
(December 1958), 585- 600 and Sharon Wood ‘Broudfit, "Lily Briscoe's:
Paintlng, ,the novel shows the other characters. breaking free of Mrs._
Ramsay's suffocatlng domination before they can function adequately.
‘Proudfit is especially. concerned with Lily Briscoe s struggle to.
‘fulfill herself as an artist.
12None of the characters, either aloud or in their thoughts@ refer’ ‘
to Mr. or Mrs. Ramsay by their ,first names or even by their full
names. - They« are- a legally—unlted pair sharing his surname. Its con-
stant usage is surrounded by a formality whlch\seems more character—
istic-of a previous age. Axﬁ .
,,ﬁm\" . :
13Virginia WOolf (London, 1932), P 29. - . S

Y

14Women and a Changlng CiVllisation (London 1934), PP- 238 9.
15

Critics also tend to dismiss Lil§ as a spinster or an old maid, or
to associate art for a woman. invitably with spinsterhood. See, for
example, Norman. Friedman, "The &ateis of Annihilation," p. 165; and
Herbert Marder, Femlnlsm and. AR , pp. 56-57. ~

Flelshman, 731, for example, states as much\
17See Sharon Kaehele and Howard German, "To the Lighthouse' Symbol

.and Vision," Bucknell Review, X (1962), 206 208. The name, "Lily ;
Briscoe," suggests Lily's personality and her androgeneity. "Lin"~
is the flower that suggests femlninity of the most virginal and pure.
nature. "Briscoe" suggests the briskness, efficiency, and indepen-
‘dence of a man. Mrs. Ramsay calls Lily "her little Brlsk" (L 81)

18,

_ = »
The book generally is referred to as_a fantasy. As a result, some
>crit1cs, like David Daiches’, The Novel and the Modern World" (Chicago,
1948), pp. 184-185, ‘conclude that the book is not to be taken seris -
’"“ously ahd all but ignore, it. , . ) : . m ‘

19David Bonnell Green, "Orlando and’ the Sackvilles. Addendum," PMLA.
LXXI (March 1956), 268-269..

20See for example Winifred Holtby, Vlrginia Woolfﬂ(London 1932),
p. 177. Holtby, however, finds both the biographical explanation ‘and
: this explanatlon inadequate.  See also Joseph Warren Beach, The
Twentieth Century Novel (New York, 1932) pp_.490 491 ; Jamestafley,

[ 4
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The Glass Roof: Virginia Woolf:as Novelist (Berkeley, '1954), p. 100;
Aileen'Pippett, The Moth and the Star: A Biography' of Virginia Woolf
(Boston, 1953), p. 277; Avrom Fleishman, The English Historical Novel:
Walter Scott to Virginia Woolf (Baltimoré and London, '1971), pp. 233~
245, R , SR

-~

| ‘ ' L o
21 . | o rany e ey
The Divine Fire (New York, 1904ﬁk p. 67. yWhether-or-not/Wéolf
knew this novel is uncertain. She mentiqns'SinClairﬁin*a:letce; to
~Lytton Strachey. Strachey asks in a letter to Woolf dated Fehruary
10, 1922, whether or not she has seen May Sinclair's The Life and

- Death of Harriet Frean. He says that the book "has some merit, though
" nasty." Woolf repliés"oﬁfthe-foliowing day that. she perhaps shall,.
read May Sinclair although 'she would rather read Strachey. See,

- Leonard -Woglf and Jémes.Stiachey,‘eds."Virginia,wbolf and Lytton.
Strachey: Letters (London, 1956),.pp..994100..”'_ o

22

The Divine Fire,'p. 103. . .. e

235ee especially Holtby},Virgiﬁia'Woolf;_bp‘1178—185,'bﬁt-aiso-Béach,'
The Twentieth Century Novel, p. 491; Pippett, The Moth and  the.Star, -
. P..277; Hafley, The Glass Roof, pp. 98-103; Frank Baldanza;'”Orléndo_i

" and the Sackvilles," PMLA, LXX (March 1955),'2744275,_"'

2h5ee also The Merchant :of Venice ard 'Twelfth Nﬂght;»,Ifu:he;féﬁaigz-’”
‘characters were played_by.boys,_thgn'thé.femaleﬁéH§§:¢tersvin disguise "
as men were’playved by actors no' longer in disguise’ women. Jeanm ‘- ‘
Genet, of course, canfieslphis,kind‘ofuconfusiqn to great lempths. . "'/
-ZFRalph SamUeison;""Virgihiélqulf;.Orlando, 
Spirit," The Western Humanities Review, - XV. (Win
26"The’fCéricature V%lugi'vaPérody'and Fantasyfin Orléh&bwﬁ_Virginiék
»WOblf:‘A.Collection”ofrCfitical,Essays,-ed.'Clairg{Sprague,(Englgwdoar
Clifffs" N. J-', 1971), p,. 107, ~ ) T e E

and the Feminist . = .
ter 1961), §3i573>5=f%- -

A

28, ool Ty T
-~ Baldanza, "Orlando and the Sackvilles," 279. . -

'2_See, for example;.Hegry.Fieldingfslreferehces to biograéhy in the-
first two.chapters.of Book I 'of Joseph Andrews.. A. A. Mendilow, "A -
Note on Orlando," Time éhd“thélNdvél'(London,11942), pp. 223f, -notes
Woolf's mention of Sterne.in her "'mock-serious preface to Orlando,"™
and sees a parallel between Sterne's manipulation of time, his mocking
-of conventions, and some of his éther litérary ‘techniques ‘in Tristram
Shandy, and Woolf's bipgrapher'sEsimilar behavi§};b o

30

A
See, for example, the éeléctiéds'ffoijrnsttK;is, George Santayana,
James K.. Feibleman, and Sysanne K. Langer in. Thcories of Comedy, ed.
Paul Lauter (New York, 1964); W. H.- Auden; "'Concerning the Unpredic-
table;"'Thé‘New'Yonker;,Fébruarijl,“l970;fpb..;IS—lZS; Wylie Syphery

"The Meanings of Comedy," Comedy: Meaning. aid Form, ed. Robert Corri- .

-

Lo
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. fines-as a relatively innocent, fresh, vital, trusting, uncalculating k4

'trustﬁpl;:calculéting yet ighbréﬂt apprqach §owatd_1ife, a dissatis-
- factipn with the world that leads to evasions of responsibility and

'chiIQreh (e.g. III Trap 492; IV DLH :232). " Actually, she associates .
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gan (San Francisco, 1965), pp. 18-60. See also the writings of Soren
Kierkegaard and Sigmund Freud. The latter's Jokes and Their Relation
to the Unconscious, ed. and trans. James Strachey (New York 1960), might
be particularly applicable to a discussion of Orlandg. ' As Freud points
wat, the techniques of "comedy can be used to express feelings of
superiority as well as 'hostility and aggression.. The . person expressing
these feelings is able to-disguise them»even'fpgm himsalf. .

II. F.ILife'with an "Alien Consciousness":
Dorothy. Richardson's Miriam on Marriage

1"Women in.the Arts: Some Notes on the Eternally Conflicting Demands
of Humanity and Art," Vanity Fair, XXIV, 3 (May 1925), 47, 100. ’
Richardson's short story, "Haven," Life and Letters Today, XLII, 84
(August 1944), 97-105, is a companion piece to this essay. In the:
story, she describes a male writer and- his attempt to decide between
two enviroffnents in which to write. When the story is juxtaposed to
the éssay, we see that the female artist has neither of this male

writer's alternatives. =~ :
2

.0

All references to Darothy Richardson's Pilgrimage are to the four--
volume J. WiiDent edition (London, 1967) and will be documented paren-
thetically in the text acgording to volume, abbreviated title of part,
and pagé: PR Pointed Roofs (1915) ; Bw Backwater (1916); Hc Honey-
comb (1917); Tun The Tunnel (1919); Int Interim (1919); D1 Deadlock

(1921); RL Revolving Lights (1923) s Trap. The Trap (1925); 0 Ober-

- land (1927); DLH Dawn's Left Hand 1931); CH Clear Horizon (1935);

DH Dimple Hill (published with the first collected edition in 1938),
MM March Moonlight ‘(an un&BgBletefy final part published with the - >

.Dent 'republication of the ¢ f%agédgﬁdigion in 1967). - .

3See_Shirley Rose, "The‘Sbciélﬁaﬁd;Aesthetic‘Viéws‘pf Dorotﬁy'M.f; 2
Richardson," unpubll.diss.u(Londbq,'1967); PP R

’ . 170-71.

bu eadership in Marriage," New Adelphi, IT, 4 (June-August 1929), .

YSMiriam's concérp'yiﬁhjdéféﬁdinngomen againsé charges- of infefi— -

., ority and with correcting the falsehoods men’ have :ecordé&;dmerges~on

several fronts. Her frequent references .to men as quies,d} children,vs,
for example, upsets the traditional categorization of women with

women with children in thg;positiVeﬂsenSe.of-"childlike"'and-men ﬁithgﬁ
children in the negative‘séﬁsewof'"childishq“ ‘Childlikeness she de-

_ ! A . r ) 73
response ‘to life, a sense of being "comfortably ‘at home in the world" ',

: . \ e
(IIT RL 305-206; cf IV .MM 607). 'Childishness,_in,contrast, isja disfu‘“&a'

to variOUS'formsfof:egocentric‘escapismﬁ(cf I11I RL 320, 291, 361; IV‘f}ﬂ'
DLH 222). RichardSon,mhkgs this distinction between childlike and

s
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childish more explicit in one of her essays on.the cinema ["Contin-
uous Performance: Pictures and Films," Close Up, 1V, 1 (January 1929),
57). "The child trusts it's world," she says, "and those who, in all
civilisations and within all circumstances, in face of all evidence
and no matter what experience, cannot rid themselves of a child-like
trust are by no means to be confused with those who shirk problems

and responsibilities and remain ego-centrically within a .dream-world
that bears no relation to reality.' . :

II. G. From Either-Or to Both-And:
May Sinclair's Female Artist-Characters

1Allyreferences to May Sinclair's works are to the followihg edi--

tions and will be documented parenthetically in the text: AC Audre
Craven (London, 1897); C The Creators (New York, 1910); MO Mary
Olivier: A Life (New York, 1919); AW Arnold Waterlow; A Life (New

York, 1924); RP The Return of the Prodigal and Other Stories (New
‘York, 1914); TTS Tales Told by Simpson (New York, 1930); 3B The
. Three Bront¥s: (Port Washington, New York, 1967; first published, 1912).

: —ZAnnis Pratt, "Women and Nature in Modern Fiction," Contemporary
Literature, XIII, 4 (Autumn 1972), thinks that Mary fejects Nicholson's
offer of marriage "in favor of the solitary life," and that "she is
more concerned with.the 'reality' of her own freely chosen writing

;. 1ife than with 'losing Richard,' more devoted to the psychic develop-

ment initiatéd.in moments of adolescent naturism than risking this

- “freedom in a marriage" (481). Mary may choose not to interfere

. between Richard and the wife he does marry for a reason something

like the one Pratt,describes, but her initial decision not to marry

is made in consideration of his needs just as much as of her own.
3After her engagement to Maurice Jourdain is broken, Mary Olivier

reacts to her art in a similar way. She is" happy because the poem

‘upon which she works will "last a.long time, through the winter and on

into the spring." As long as it lasted she would be . happy. She would
be free from the restlessness and .the endless idiotic reverie of
desire” (MO 234). - Undoubtedly these are instences of the kind of

sublimation that produces art.

_ 4The experience of motherhood, in fact, brings about Charlotte
Brontd's death. Sinclair notes that Charlotte died happy with her:
husband,  relieved of the inevitable struggle between him and her -
genius, which he did not admire. Arthur Nicholls, her husband,. was .
tender to the sick’ Charlotte in a way that he probably would not have

“been to a Charlotte "in revolt." Like some of the characters in -
:Clemence Dane's Legend, Sinclair blames Charlqtte”s\husband for killing

the characters in Charlotte's_uncomple;ed novel, characters who "would

have lived triumphantly if Charlotte Bront¥ had not married him" (3B =

188). " . L ' v o S . L
When Sinclair insists throughout her book on the Bront#s that the

Véttist's'pgrceptién and imagination are more important than his or her« -
; . - : : s _ A s

9
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experience, she defends herself as well. Just as Mrs. Oliphant re-
sented Charlotte's "unsanctified knowledge of the mysteries" of love .
and marriage (3B 18-20), so Sinclair received similar criticisms for
some of her novels, Anne Severn and the Flcldlngs (1922) among them.
See, for example, Gertrude Atherton, "The Changing Genius of May Sin-

clair," Literary Digest Internationﬂl Book Review, I (December 1922),

11- 12 Rebecca West, "Notes on Novels," New Statesman, December 2, v
1922, 270-271. ‘

. See, for example, "The Creators," Current Opinion, XLIX (Decem~
. ber 19]0), 690-691, and Arthur Adcock, Gods of Modern Grub Street:
. Impressions of Contemporary Authors (London, 1923), p. 278.

6"George Meredith," Outlook June 19; 1909, 413-418.

' 7On the Tdea of Comedy and of the Uses of the Comic Splrit (London,e

1897; lecture originally delivered, 1877), PpP- 28 30; 60-61. %

Three'Cuineas'(London, 1938), p. 135.

L - . ' ) ) <)
L ITI. A. Presentation, Not»Representatioki
S May Sinclair and the Avant-Garde

}Frederlck J. Hoffman Charles Allen, and Carolyn F. Ulrich The
Little Magazine: A Hlstory and a Bibliography" (Princeton, N. J., 1947)
provides a detailed descrlption of this cultural phenomenon.‘

2"'Prufrock And Other Observations': A Criticism," The Little
" Review, IV, 8 (December 1917) 10-12, 14

3
7.
4

B
7

"The Poems of F. S.'Flint," English Review, XXXIT (Januaiy'l921),

Ibid. . Slnclair, like Woolf and Richardson, does not draw
precise dlstinctlons between. poetry and prose. Like Pound, in "The
Prose Tradition in Verse" (1914), however, she emphasizes the neces-
sity of poetry taking on the clarity and directness of contemporary
prose rather than prose taking on any of .the traditional ornaments
of poetry. Moreover, she stresses: the dlfflculty of writing such
prose._ See, for example, Thedéliinghams (New York 11927}, p 167.

S"Two Notes: I. On. H D II. On Imagism;" The Egoist June 1
1915, 88-89.

6
340.

"The Poems of H. D.," Fortnightly Review, CXXI (March 1927), 339-

7"'Pfufrock: And 0thef OBservations,‘" 11.

8In The Rector of Wyck (New York, 1925), pp. 201-204, essentially
-the same group appears again and the direction one of their dis-

. cussions takes is similar. Corrine Y. Taylor, "_. Study of May Sin-

0 -



clair--Woman and Writer, 1863-1946," unpubl. diss. (Washington, '1969),
~P. 71 associates the group in The Tree of Heaven with the Vorticists.
For discussions of Vorticism in general see Ezra Pound, Gaudier-
Brzeska: A Memoir (London, 1960; first published, 1916); Walter Michel
" and C. J. Fox, eds. Wyndham Lewis on Art: Collected Writines 1913-
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1956 (New York, 1969), pp. 52-53, 96-97, 454-458; Walter Michel, Wynd-

hhm'Lewis:‘Paintings and Drawings (London, '1971), especially Chapter
II; Hugh Kenner, "The Visual World of Wyndham Lewis," pp. 11-40, an
introduction to Michel's latest book; and William C. Wees, Vorticism
and the Enplish Avant-Garde (Toronto, 1972) . ‘

All references to May Sinclair's The Tree of Heaven (New York,

1918; first published, 1917), will be abbreviated TH and documented
" parentheticallyiin thé -text. ' ; '

OMichael_Hafrison's attitude toward war and war poetry is similar
" to that of Richard Aldington, at least as Sinclair describes it in
"The Poems of Richard Aldingtan," English Review, XXXIT (May 1921),
409. ‘ : ‘ S .

llMiéhaeI Harrison is not the only one of Sinclair's artistwcharac—
ters who confronts the War. See also Far End (New York, 1926) and

Tasker Jevons: The Real Storv (London, 1916). War is gne problem
‘Sinclair's male artists cqnfront that her female artists do not.

3

2 ' o
s "The Return," Harper'

gazine, CXLII (May 1921), 693, 700..
13 '

The Allinghams (New York, 1927), pp. 338-340.
: . AT, L P+ 338~

I1I. B.. VLlfefih”fts Own Right at First Hand":
o, S Dorothy'Ri¢hardson, Miriam Henderson, and the Novel

, '§&??”m( o X § T

; some cfifﬁ%@éﬁglbciate Richardson's world view with mysticism.

. See especially Caesar R. Blake, Dorothy Richardson -(Ann Arbor, 1960).
Miriam in Pilgrimage objects to the word "mystical" and redefines it
as something more ordinary than most people allow (IV DLH 182). Her -~
view is similar to Roger Fry's as quoféﬂ»by Virginia Woolf in Roger
Fry: A Biography (London, 1940), p. 271: -"I've found a perfect des-
cription of mysticism—-it's the attempt to get rid of mystery."

~2See "Novels," Life and Letters Todé#,)LVI}-lZ?'(March 1948), 190,
and *"Adventure for Readers," Life and Letters Today, XXIT (July 1939),

3

e

All references to Richardson's Pilgrimage abe to the four-volune
J. W. Dent edition (London, 1967) and will be dééumented]parenthetie
cally in the text gccorhing'to volunie, abbreviatéd title of part, and
page: PR Pointed Roofs (191?); Bw Backwa;SL.(L?AG);~Hc Honeycomb
(1917); Tun The Tunnel . (1919); Int Interin (191@1$,Dl Deadlock
(1921); R Revolving Lights 41923); Trap The Trap’ (1925); O Ober-
land (1927°; DLH Dawn's Left Hand .(1931); CH. Cleaf?ﬂqrizon (1935);

“
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DH Dimple Hill (published with the first collécted edition in 1938);
M{ March Moonlight (amn uncompleted final.part published with the Dent
fepublication of the collected edition in 1967). '

4Most critics call Pilgrimage autobiographical but qualify their
use of the word, usually by emphasizing the distance and objectivity
with which Richardson treats her experiences. See,, for example;
Gloria Glikin, "Dorothy Richardson's Pilgrimage: A Critical Study,"
unpubl. diss. (New York University, 1961), pP. 2, 3, 75, 167-169;
"Dorothy .M. Richardson: The Personal 'Pilgrimage,'" PMLA, LXXVIII
(December 1963), 600; "The 'I' and the 'She,'" Adam: International
Review, XXXI (1966), 43. o o

" : v\\\ . . B
5"Women in the Arts: Some Notés:on the Eternally Conflicting Demandg
of Humanity and Art," Vanity Fair, XXIV, 3 (May 1925), 100,

6"Data foer Spanish Publisher,"ved. Joseph P;gscott,,The London Maga-

‘zine, VI, 6 (Jure 1959), 19. See also Louise Morgan, "How Writers
Work: Dordthy Richardson,' Everyman, October 22, 1931, p. 400.

7Critics often refer to Richardson as a realist, sometimes without,
sometimes with qualification. See, for exampley. Joseph Collins, "Doro-
thy,Richardson and Her Censor,”" The Doctor Looks at Literature: Psy-
chological Studies of Life and Letters ‘(New York, 1923), p. 103; John
Coyper Powys, Dorothy M. Richardson (London, 1931), p: 45; Horace -
- Gregory, "Dorothy Richardson Reviewed," Life and Letters Today, XXI
(March 1939), 37; R. Brimley Johnson, Some Contemporary Novelists
(Women) (New York, 1967; first published, 1920), pp. 134, 146.

8Seé_Josephine,sPiercy,‘ed., Modern Writers at Work (New York,f
1930), 862-863. : R KA i
4'.9Morgan, "How Wrifefs'Work,";p. 400, ‘ SR

[

OPiercy, ed., Modern Writers at Work.

° llCritics ustually identify'them as such. See, for example, Robert -
‘Humphrey, Stream of Consciousnéss in the Modern Novel (Berkeley,
1954), p. 12. - : \ :

347.
13‘"Thé Reality of Feminigsm," The Ploughshare, n. s. II;\BA(September
1917), 245, | : T SRR

Yigee Shirley Rose, "The UnmoQing Center: Consciouéﬁgss'in Dofo;hy
Richardson's Pilgrimage," Contemporary Literature, X, 3 (Summer 1969),
381. ' ' - T T y

12"Leaderéhip in Marriage,”" New Adelghi, II, 4 (June—August 1929),

3

&
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v, 3 (March 1907), 148,

ls"ﬁr Bennett and-Mrs. Brown,ﬂ Collected Essays, 4 vols. (London,

1966), IIL, 104. Gloria Glikin, "Through . the Novelist's Looking-

. Glass,'" Kenyon Review, XXXI (1969), 297-319, discusses Rlchardson s
'portrait of H. G. Wells as Hypo Wilson. ..As Glikin point® out, Wells
acknowledged Richardson's portrait of. hlm In Fxoerlment in Auto-

- blography: Discoveries and Conclu51ons of a Very Ordinary Brain, 2 vols.
(London, 1934), he notes that "among others who stayed with us was
‘Dorothy Richardson, a schoolmate of Jane's. Dorethy has a very dis-
tinctive’ 11terary glft, acute intensity of expression, and an aston—
1sh1ngly vivid memory; her 'Pllgrlmage books are a very curiOquessay
in autobiography; they still lack their due meed of general apprecia-
tion; and in one of them, The Tunnel, she has described our Worcester
Park life with astonishing accuracy. I figure as Hypo in that’ des-
crlptlon, and Jane is Alma" (II 557) e

6Yeats 's major human llmitatlon is, paradoxically, that.he is 3
bit *inhupan, that he cuts himself off from life (III Trap 502~ 503)

Quakers Past and Present (London, 1914), pp. 33 35

. 18The Rationale of Reward (1825),-The WOrks of Jeremy Bentﬁam, m
vols. (New York,.l962), IT, 189ff. . °

. 19"Continuous Performance: Pictures and Films," Close‘UQ, v, 1
(January 1929), 56. i ' L ' , . '

20"Contlnuous Performance The Thoroughly Popular Filn," Close Up,
11, 4 CApr11‘1928), » ' .

lA portion-of Richardson s response to- a 1929 questlonnalre, re—'
printed in The Little Review Anthology, ed Margaret Anderson (New
York 1958), p-. 374 ' g ‘

2See "Women and the Future A Trembllng of the Veil Before the
: Eternal Mystery of 'La Giaconda,'" Vanity Fair (NY), XXII, 2 (April
1924), "Letfer to the 0dd Man," Ye - Crank _and The Open Road,

23"Resolution," Purgose, I, 1 (i}nﬁﬁ?y~uarsk\l929),

24"WOmen and the Future " 40. '(\\
25 '

"Continuous Performgnoe: Plcturesﬁznd Films," 55.

I

.ZG"WOmen and the Future," 40} John Augten and thcblnséparables &
(London, 1930), p. 13. - B »

7"Talent and Gendus: Is not Cenlus Actuall) Far More Common Than
Talent?" - Vanity Fair (NY), XXI, 2 (October 1923), 31% '

"Th ., 120,
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vf'.maphrodite

‘,'he‘Social ‘and Aesthetic Views of Dorothy M.
ol dJSS. (London 1967), pi 188 also rcad¢ the her-
" :in PilgrimnveJon phllosophical ‘and aesthetic levels,

29Shirle
Richardson

3OMorgan, "How Writers Worﬁ " p. 400 -
l”Continuous Performance° lhe F#1m Gone Male,QfClose UE,“IX, 1
(March 1932), 36- 37. ~f_;.>, : h S .

Three Cuineas (Iondon 1938) p. 96

33"Continuous Performanée A Tear for Lycidas,” dlose UE VII 3
(September 1930), 200 ' 4

,“‘F s . o : »

34"Continuous Performance " Close E 1 (July 1927), .

35"C'ontiﬁuous Performance The Film Gone Male," 37- 38

- l’vy

QRichardson notes, ,in VContinuous Performanee Almost Persuaded,"
Close Up, IV, 6 (June 1929), 34y that novelists like Dos Passos hav /
been 1nfluenced by the film and calls his text ”cineﬁatographic "
_She says, in a letter quoted by Pierey, ‘ed., Modern Writers ad‘WOrk
P. 862, that her own efforts to eliminate commentary and to achieve
vividness glve some of her work:' 'the quality of scenes thrown on a
screen and” ‘caused it to be called first kaleidoscopic and later
cinematographical " For a Fecent attempt ‘to- discuss the role of the

cinema in Richardson's work,' see Paul Tiessen, 'Cinema: The Medium as' .

Metaphor in the Work of - Wyndham Lewis and Dorothv Richardson," unpubl.
diss, (Alberta, 1973)‘ ¥ .

37"Experiﬂents with’ Handwriting, §ew Adelgh II, 4 (June—August
1929), 386 See also Cloria Glikin 'Dorothy Richardsdn s Pilgrimage
36.

« ) . e e ’ & . ]
28 _— AL . . _
"Continuous Perfovmance aptions," Close Up, 1, 3 (September
1927), '%John Austen and_the Inseparables, PP lS”ﬂ6 o

39"Novels," Life and Letters Today, LVI 127 (March 1948),._ .
nQOSee "The Arpist and the WOrld Today, ed. Geoffrev West, The
Bookman (May, 1934), 94. Richardson ‘uses the phrase in answer r toa
questionnaire dh the resp nsibility of the artist “to society

’v

41"Adventure for Readers " Life and Letters, XXII (July l939), 51

42Ibid' * 47 » ‘, ) .‘ | ‘,.,’ R - K “ u "' BN

\ R : v 1..:

43Piercy, -ed., Modern Writers at WOrk 862~ 863 ®

4l’"In the Days of the Comet," The Crank v, 11 (Vovember, 1906),

3763 Joseph Prescott, "Seven Lettcrs from Dorothy M. Richardson " The

Yale University Libragy Gazette, XXXIII 3 .(January 1959), 107.

)
N

v
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45Critlcs frequently associate Richardson with Proust, pointing out
similarities and differences, See, for example,‘P. B. Wadsworth, '"My.

Friends with«Dorothy Richardson," Adam: International Review, XXXI -
,”(1966), 3 Gloria Glikin, "The o#1' and the 'She,'' Adam: Inter—. :
Rna. _Reyiew, XXXI (1966), 4¥&42; Caesar Blake, Dorothy Richardson

‘(Ann arvor, 1960), pp. 187-188; Vincent Brome, "A Last Meetlng with -
Dorothy Richardson,'". London Maya71ne,§VI part 2 (June 1959)," 31.
See also Richardson's- review, '"Mr. Clive Bell's Proust,” New AdelEhi
I1, 2 (December 1928—February 1929), 160- 162

46

"Continuous Performance The Fllm Gone Male " 36, o ?

47"Leadership in Marriage," 347,

48"Conuinuous Performance," Close Up, II, 3 (March 1928), 55

49 "Excursion,” English Story: Sixth Qeﬁies (Londqnd 1945)
.50

{'01d Age," Adam International Review, XXXI (1966), 25 26

. 51The organic metaphor is biological, originating with Plato and.
Aristotle, revived by the. Romantics. ‘Emerson probably encountered it
in Coleridge. 'See Norman Foerster, "Emerson on the Organic Principle.
in Art," Emerson, ed. Milton Konvitz and ephen Whicher (Englewood
Cliffs, N..J., 1961). Richardson possibiLy encountered it in Emerson.
Her interest is reflected in Pilgrimage in Miriam's interest (II Int o
414; TIII D1 20, 23, 26, 41-42,, 51y IV DH 417-420, 532, 545; IV MM Tk
658) Shirley Rose, "The Soc1al and)Aesthetic Views of Dorothy M. :
Richardson," pp. 134ff, discusses that interest.

528ee Josephine M. Lane, "An Analysis of the Style of Dorothy M.

Richardson's Novel," unpubl diss. (University of Chicagqp.l925)

53"About Punctuation," Adelghi, I, 11 (April 1924}, 991, 994—996.
l/fﬁ"Truth,”‘The Weekly Westminster, n. s., January 5 1924, 316

III. C‘. "Stream of Consciousness

. May Sin}lalr and Dorothy Richardson

lOne earlier essay exists in the form of an.introduction to The
Judgment of Eve and Other Stories (London, 1914). According to

‘Hrisey Dimi¥Pakis Zegger, '"May Sinclair's Psychological Novels,"
9' unpubl. diss. (New York University, 1970), pp. 74-75, the essay 1s a -

@Sefense of Jamesian narrative methods. I whs unable to locate the .

dition of Ehese stories contaiﬁing Sinclair' S introduction.

\

. 2S nclair's essay on Richardson ‘appeared in two periodicals in the-
same month "and year, The Egoist, V (April 1918), 57-59, and The Little-
Review, IV (April 1918), 3-11. 1In 1919, it appeared as the "Intro- .
duction” to the New York edition of "’ Pointed Roofs., Some minor modi- -

~

t e
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fications exist among these three printings. My references are to the

1919 "Introduetion."” -~ - '

1

3"Introduction," PP. viii-ix. 3
b .. ’
Ibid., p..ix.

\

’Ibid., p. xiii. .

6See Stanley Kunitz, ed., Aythors Today "ands Yesterday (New York;,
1933), p.  562; Dorothy Richardson, "Novels," Life and Letters, LVI _
(March. 1948), 189; Vincent Brome, "A Last Meeting with Dorothy Richard-
"son,'" The London Magazines VI (June 1959), 29. Fqr a discussion of
Richardson's objections, see Shirley Rose, "The Unmoving Center: Con-
sciousness in Dorothy Richardson's Pilgrimage," Contemporary Litera-
ture, X, 3 (Summer 1969), 366-382.

7Principles of Psycholopv, 2 vols. (New Yorﬁ, I%P?), I, 225.

8 .

Ibid., I, 239.

*
'

9All references to May Sinclair's w -ks are to the following edi-
tions and will be abbreviated and _docu .nted parenthetically in the
text: DI A Defence of Ideali<m (New TYork, 1917); NI {The New
Idealism (New York, 1922); AC Audrey Craven (London, 1897)5 C .The
Creators. (New York, 1910); FE Far End (New York, 1926). .

.

e

lQAlthough Sinclair ﬁorrowed the metaphor from William James .and used
it in a similar way, her thought in general must not be ‘identified with
his. James is one of the philosophers she says in the Defence of ¥
Idealism that she admires; neVertheléss,'she fundamentally disagrees
with him (See DI vii-viii). P ‘

11Bﬁ;ome, "A Last Meeting with Dorothy Rfchardson€§52914

~

Kunitz, Authors Today and Yestefday, p. 562.

3On Woolf and Bergson see, for example, Margaret Church, "Concepts
of Time in' the Novels of Virginiavﬂbolf and Aldous Huxley," MFS, I, 2
~(May 1955), 19-24; James Hafley, The Glass Roof: Vireinia Woolf as
Novelist (Berkeley, 1954). On both Woolf and Richardson in this con-
text, see Shiv Kumar, Bergson and the Stream of Consciousness Novel €§
‘(London, 1962); William Albert Harms, "Impressionism as ‘'3 Literary
Style,"” unpubl. diss.z(Indiana,‘1971),ipp;g35—38; On_the‘inaccuracies i
of such associations, see John Graham, "A Negative Kote on Bergson and
. Virginia Woolf," Essavs in Criticism, VI (1956), 70474;_Shirley.Rose;
. "The Unmoving Center," B e S . g :

. <

l-l'The Rector of Wyck (New York; 1925), pp. 205—206,

15

’

"Introduction,"‘p. vii. e A . . »
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16Ibid., PP. xv—xvi.?
17Meredith Start, The Future of thesNovel: Famous Authors on Their
Methods: A Series of Interviews with Renowned Authors (Boston, 1921), -
- pp. 87-88. ‘ :

181bid., p. 88.°

u IS

19"Babbltt " New York Times, September 24 1922, p. 11.

A OKatharlne Fullerton Gerould "'Stream of Consciousness,'“ The
(Saturdav Review of Literature, 0ctober 22, 1927, 233-235, treats it as
- a single method. Lawrence Edward -Bowling, "What is the Stream of Con-
sciousness Tethnique?" PMLA, LXV, 4 (June 1950), 333- 345, points out
. that, if stream of consciousness is a technique, there are variations
within 1t and that, moreover, there is a difference between the stream
of consciousness technlque and the interior monologue. .Both Robert
'Humphrey, Stream of Consciousness in the Modern Novel (Berkeley, 1954)
gnd Melvin Friedman, Stream of Conscidusness: A Study in Iiterary““d”
Method (New Haven, 1955) treat stream of consciousness as a category
of “fiction identified by subject matter and utilizing several téch="
niques and, devices.  Humphrey distinguishes among. these techniques by -
determining the degree to which the author is between the conscious-A :
ness of the character and the reader,.while Friedman, folluw “g Ty
- Bowling, emphasizes levels of consciousness, from those elosest to
speech to passive sensory 1mpressions. ER

-

21Zegger, '"May Sinclair's Psychological Novels," documents this §
shlft without dealing with the artist—characters who reflect ic. .

22"Fame " Tales Told by Simpson (New York, 1930), p. 133

23Tasker JevonS‘ ‘The Real Story (L ondon, 1916), pp. 34, 141.

QTanqueray s position is the one Sinclalr takes in her comments on
.’ the Bront#s. See The Three BrontH#s (Port Washington, New York, 1967;
“first publlshedﬁ 1912), pp. 165=166. It also is reminiscent of Henry
James 's who talks in his 1908 Preface to The Spoils of Poynton of-
the "virus of suggestlon," the ''merest grain, the speck of truth, of
beauty, of reality, scarce vi:ible to the .common eye" which is all
the novellst needs for a subject.

25Katharine Gerculd's comments on the stieam of consciousness (see
footnote 20, above), published one year after Far End, "'se€ém a cal-
culated refutation of all that Sinclair's character and Sinclair her-
self say about the experiment. -Gerould emphasizes, for example, how

‘easy the current fad is. "Any clever sophomore can do it," 'she
insists (234) - ’ ' L I
;26

See, for example, R. Brimley Johnson, Some Contempora:y Novelists
: (Women) (Freeport N. Y., 1967; fivst. published 1920), . pp. 41-42;




“~-.impersonality and suggests formuiated'thoughts which might have been
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William York Tindall, Forces in Modern British Literature: 1885-1956
(New York, 1947), pp. 218-219,; Gertrude Atherton, '"The Changing

+ Genius of May Sinclair," Literary Digest” International Book.Review,

- II (December 1922), 11; Zegger, "May Sinclair's Psychological Novels," J//{{
pp.. 156-166. , o ‘ - 0

7as Gloria Glikin, "The 'I' and the 'Shé,'" Adam: International
Review, XXXI (1966), 42-43, sugzests in the case of Richardson. = As
Glikin notes, Richardson in Pilprimage most frequently refers to Miriam
ik ‘the third person. Quite otften, however, in the last three volume$s
of the four;volumeugdition, she shifts to the first person;: Rarely
does she use the second person. Sinclair, on the other hand, alter-
nates in Mary Olivier between the third and ‘second person, using the -
first person initially only in direct quotations of Mary's words and |
thoughts, usually preceded by "she thought." Sometimes, however, .
especially toward the end of the novel,ieither-thevintfodubtory words
" or the quotation marks or both are omitted. R

<

‘8és one early critic of Sinclair thinks. Carl H. Grabo, The Tech-
nique of the Novel (New York, 1928), pp. 72-73, insists that” the use
of the first person in Mary Olivier results in greater intensity and
‘intimacy between character and reader,- that the third person. conveys

spoken aloud, and that the use of the second person carries even _
further the impersonmality. He calls such passages "impersonal intro-
spection, a thought of self carried over to a’ generalizatjon and made i
a text for philosophizing." . o _ : . .
'29Both novels have been read according to the spgcions of the mystic
-way. On Richardson, see Caesar Blake, Dorothy Richardson (Ann Arbor,
1960), pp. 62ff. On Sinclair, see Zegger, 'May Sinclair's Psycho-
logical Novels," pp. -138ff. = ) = u . —

s

III. D. The Metaphysics Behind a Femihiné~Aé§;hetics:_
May Sinclair and the Néw Idealism :-

v

}"Women and Fiction," Collected Essays, 4 Vle.((London, 1966) ,
11, '148. ' ' : : '
’ZT. E. M. Boll, "On. the May Sinclair Collection," Librarv Chronicle,.
XXVII (Winter 1961), 10, says that Sinclair "flagellated herself into
becoming an intellectual for reasons we can only' guess at.'™  Sinclair's
characterization of Gwenda Cartaret!in The Three Sisters (New York,
1914) or of Miss Quincey ‘in Superseded (New York, 1906; first pub-
lished, 1901) may have prompted Bolls' remark. 'Nevertheless, one can-
‘not. forget the enormous’ intellectual curiosity and enthusiasm of many
Adj her’other»charaéténs, Mary Olivier and Arnold Waterlow among them.
-Sée Corrine ¥. Taylor, "A Study of May Sinclair--Woman and Writer,
1863-1946," unpubl. diss. (Washington, 1969), p..69. '

e
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3All references to May Sinclair s works are to the following edi-
tions and will be abbreviated and documented ‘parenthetically in the
text: DI A Defence™of Idealism (New York, 1917); NI The New Idealism’
(New York, 1922); ACK\Audrev Craven (London, 1897); MO Marv Olivier:

A Life (New York, l9l§J FE Far End (New York, 1926); A The Alling-
hams (New York 1927) ‘UG;zEncqnnv Stories (Vew York, 1923).

4"How It Strikes a Mere %ovelist," Votes for Womcn, December 24,
1908, p. 211. ' t : o : :

}

5"Introductlon " Pointed Roofs, by Dorothy Richardson {New York,

1919), BP- vi-vii. . ' "
| :

6See Chapter II, "Mysticism and Vitalism,' of ‘Underhill's Mzstlcism.
A Study in the Nature and Development of Man's Spiritual: Consciousness
(London, 1910).. The desire for unity, she says, is'a "deep instinct ¢
of the human mind. She adds that "this hunger--that innate crgving ‘
for, and intuition of, a final Unity, an unchanging good--will*go om,
however heartily we may feed on those fashionable systems which offer
U§ a dynamic or. emplrical universe.' Sinclair disagrees with Under~
hill on some pé&¥nts (cf DI 249-250), but their metaphysics are similar
in many respects. Sinclair. claims mno originality (DI xv1) and acknow—
ledges Underhill as one of her sources. ’ ‘

£

7The extent to which Sinclair p0851bly is unsuccessful is revealed
by Bertrand Russell s review of The New Ideakism entitled "Philosophic
Idealism at Bay," Nation and Athenaeum, August S5, 1922, 625-626.
Russell compliments Sinclair for her love ©f philosophy, her. thgrough-
ness, and her desire to be fair,. but he does not leave it at at.
His tone.is kindly but somewhat condescending.  Sinclair's defense of
idealism is formidable, he suggests, to the extent that the position
can be defended at a1l. .He criticizes her" tendency to. treat the
realists as if they were of one mind and to empha51ze their .weaknesses -
rather than to distinguish among thefr differences and to see the
strengths of each as contributions to, a possible whole. Most impor-,
tantly, he points out that Sinclair tends to confuse what is essen— &
tially a rigor0us scientific method of philosophical inquiry with a
metaphysics, It is quite possible, he says, to be an idealist of some
kind in metaphysics and, at the same. time, »an -advocate of the realists'
method s The,ﬁéw realism attacks, he points out, the stock notions and
labels of . t@”ditional philosophy and substitutes for this inadequate
symbolism a better one, that of mathematics. Mathematical symbols
‘must be understood thoroughly before the new realism can be evaluated;
Sinclair’ does not have that understanding. She and the new realists,
he concludes, zight disagree in some instances because: their ways
of talking about their ideas. Sinclair tends to use the olj}, 1ll-
defined labels like "mind." 1In other instances, of course, the dis-
- agreements are more ‘fundamental. - ;.

Sinclair 1s aware of some of these problems. 'She does have ‘a
sense of and a considerable admiration for the realists' attempt to
revolutionize the method of philosophical inquiry, to reconcile it with
science, and to use mathematics as its 1anguage (cf NI 19, 36-37).
Moreover, she admits ‘her own deficiencies in mathematics (NI xi).

. . ¥ .t .
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" work as it is a service. {hReacti'ns n

11940, and July; £841, as

‘Yale University, New HaVe

Rt

Pilgri age,‘é vols. (London 1967), IV, 420

9"A Hero of Fiction," Temgle Bar, CXv (September 1898), 147 149

<

10"The Poems of F S Flint " English Review CXV (September 1898),

11"Three American Poets of Today,” Atlantic Monthly,'XCVIIi fﬁ%g;
1906) . -~ oot

! . S ) - o
- ' : Wl 3 .

A

r';:. II1. E. Theory'and Practice: ' P | f

B yirginia Woolf and Dorothy RiChdrdson \-g |
Lo " . S W
"The Sad Years)ﬁ TLS, August 29 1918, p 403, o o

B 2All references to the following Eondon editions of WOolf s works
will be abbreviated and documented parenthetically in the kext: WD
A Writer's Dairy: Bélng Extracts From the Diarv of Virginia Woolf,
ed. Leonard Woolf (1 53)3 CW . Contemporarv Writers (1965); CE Col—;,

o lected Essays, 4 vols. (1966), AROO A Reom of One's Own (1929)

3

"Olive Schreiner,' The Rew. Republic, March 18<;l925, p. 103.

4Jean Guiguet in her "Preface” to WGolf s Contemporary Writers
(London, 1965), p. 11, ‘disagrees with critics who ‘think Woolf 1s
indebted to Richardson Woolf was’ stimulated, Culgue§.1n31sts, by
what sheé disliked about :the. other writers: she read, not’ by what she

“liked. Leonard Woolf -also. objects to a link'between his wife's work
"and that of Richardson or Joyce. . He,;points’ out :that.she wrote "The

Mark on the Wall" early in 1917, before -she readreither the’ manu~

-script of Ulysses or The Tunnel. See -Downhill All the Way- (London,

1967), p. 59. ‘Certainly influende 'Qe&ative or’ p051tive, are diffi-
cult to document' nevertheless, tb& iew‘the WOrkyof any writer, in-
cluding-Woolf, in an, aestheticpva' :

she deserves freq

5See Richards6n s u

"33”2?,, =

January, 1938,/in the Beiﬁggkk

Z lwtter to Henry Savage,

k“and Nlnu§cript Library,

6"Men "ahd . WOmen;"
7 Qg.l::j""’*y.

8 ‘ds.
"Men and WOmen.

9Harvena Richter, Virninia~Noolﬁ*fThé?¥ﬂxar& vqyage (Prince on,
1970), P 147, surprisin&ly céncludes that“nglf's sentence is|more
i : ] .
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'1967), 36, 38-40.

-

"feminine” than Richardson's. Woolf's sentciige, Richteér says, is.
more spontaneous and unconscious-while Ri&hafdsgn's,is consciously pro-

duced. ; Such conclusions must be based, not on a reading of Pilgrimage,. -
. P B ‘

but on Woolf's reviews. , S
v . o .

qmuei“Hynes,-"Thé“
» ovel, I (Fall

JQFofvthe'publishing history of these -essays, sek
Whole Contention Between Mr, Bennett and Mrs. Browr

L

the’shift in values
xhibition at the *

By her choice of ‘this date, Woolf assocliate
with an artistic event, the Post-Impressionist -

Grafton Galleriés in London. That one of her fémalg artist-—characters,

Lily Briscoe, is a painter who works according tb the nonrepresénta-
tional theories of the Post-Impressionis;s, is a prépr;ate.,

-

12Pilgrimage,'4 vols. (London, 1967), IT, 129. ’

;3W001f is not alone in suggesting théE/Biié?image lacks art. In- ‘
deed, this charge is one OE-the'manr rg£asons for the critical neglect
6f Richardson's work. * Too numerous to mention, reviewers and critics

. charge that Pilgrimage. lacks selection and significance, plot, inter-
- pretation, a hierarchy of values, meaning, even character and setting.

- -Ironically, their dismissal of the work as "life," rather than "art,"
s pgecisély what its authiur would have anticipated and approved.

'?3140ﬁeuof‘Robert Humphrey's assumptions, in Stream of Consciousness
_in the Modern Novel ‘(Berkeley, 1954) is that "the problem of form for ~

the stream-of-consciousness novelist is the problem of how order is

- imposed on disorder. He sets out tg depict what ‘is chaotic  (human

R

o A0 o thy M.
T o A

«ppbn;agréﬁqgnitiqn‘pf,permahehce in a world preoccupied wit

congcibusness ‘at an inchoate level) and is obligated to keep his

~depiction from being chaotic (to make a work of art)" (p. 85). Hum-

- phrey 'uses Ulysses and Mrs. Dalloway as examples. Like so many other
~‘crities, he thinks that Richardson was unable to keep her d€p2ction of
. cba@S;ﬁtdm being chaotic. ‘

‘Richardson (London, 1931), p. 7.

.’-. . :‘v"-“‘.-‘""' o .“ o T ‘ ) Y‘T\A

'%?DorothnyiqhardSOn_(Ann Arbor, 1960), p. 187. A : ik
VS A A V : :

' }?Rfcﬁéiﬂsbn;;és?hér’éssay; "Compensations?" in Focus, VI, 1 (July

N

'1928) #3-7, suggests, dislikes both "cheerful resignation" and

"hortified Schopenhaueresque revolt." Instead, she bases :;onptimism'
on . change

‘;\ .and'dissbiution;ﬁ&Thisurécbgnition she associates with women. As.

FA
1

N
R N

ot

Lshiﬁ%ejgkéée‘poiﬁAs,Qgtﬁin,ﬁDorothy'Richardson:“The First Hundred
Years; A Reétrospe tive'View,'" Dalhousie Review, LII, 4 (1973), 93,

Richardson's optimiam,. "in ‘contrast to the twentieth-century artist's

5QR_i;geﬁEralfprgbéchpét@bhﬂﬁith moral: and physical decay may be respon-

.ll .r; o

sip1¢¢igiparp4fo;;;héﬁgfg;&éaldneglecc of her work."

1y
£

- - 38€, .
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III.if.' The : =z i strugele in a Destructive Environment:, . Y
Virginia We . : i " coe, Orlando, and Miss LaTrobe
All refer v «¢ the fellowi. Londor editions of Woolf's works

will be abbrevi. 1 documente: parentretically in the text: Vo -
The Voyage Out (192%  “irst pub’ shed, 19.5); ND RNight and Day (1919);

L To the Lignthouse ¢7927); W The 'aves (1931); BAa Between the Acts -
+(1960; first publish.«. 721 . ¢ orlands (1928) ;. AROO A Room of One's
Own (1929); TG Threc e e T 8), . o '
. "Women in the¢ Arts: Some dote. .. che Eternally Conflicting Demands

of Humanity and:Art,” Vanity Falr, \\IV, 3 (May 1925), 47.
“3Ralpﬁ Samuelson, "More Than One Room of Her Own: Virginia Woolf's
Critical Dilemmas,"” Western Humanities Review, XIX (1965Y, 249-256,
sees a contradiction bétween Woolf's denunciatign of the inhibiting
emphasis on female chastity and anonymity and her own inhibitions
which she reveals in fjudgments of writers like Joyce and Lawrence. -
Samuelson ignores Woolf's admission that she is fthus inhibited. Cer-
tainly the fact that she cannqt rid herself entirely of these inhibi-
tions is not to be equat® with the advocacy of them. The latter
would constitute a real contradiction. - '

1

The analogy between the tree and the poem about the tree suggests _
the organic4mqﬁa§hor,’the idea that a poem grows from within according
_to its own natute.» Form is not imposed from without. Further, the -
analogy begween Orlando. and such a poém suggests that the self is a
work of art. See Avrom Fleishman, The English Historical Novel: Walter
Scott to Virginia Woolf (Baltimore and London, 1971), pp. 240-241.

On Isa and her poetry see Warren Beck, "Eor Virginia Woolf," Forms
of Modern Fiction, ed. William Van 0'Connor (iMinneapolis, 1948), pp.
247-248; Renee Watkins, "Survival in Discontinuity--Virginia Woolf's
Between the Acts," Massachusetts Review, X -(Spring 1969), 361; James
Hafley, The Glass Roof: Virginia Woolf as Novelist (Berkeley, 1954),
p.'160; Josephine Schaefer, The Three-Fold Naturc of Reality in the
Novels of Virginia Woolf (London, .1965), p. 188. ‘ :

A'number of critics emphasize this focus on the group -ather than
on the individual. Many of. them insist that the individual charac-
ters in the novel are not well-developed, that they impr ss us as ten—
dencies or representatives of ideas rather than as real peogle. See,
for ‘example, W. H. Mellers, "Virginia Woolf: The Last Phase,;" Kenyon
Review, IV (1942), 386; Bernard Blackstone, Virginia Woolf: A Commen- ©.
tary (New York, 1949), p. 241; Renee Watkins, "Survival in Discon-
tinuity," 358-359. ' : - - .

Miss LaTrobe's somewhat different relationship to the life around
her causes critics to contrast her.with'Lily Briscoe. Most of them
see the former as more immersed in life and the latter as more aloof.
See, for example, James Hafley, The Glass, Roof, p. 157.
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7Among those who.see the book as pessimistic are Bernard Blackstone, -

y!ifinia Woolf, pp. 237-238, and ‘Jean Guiguet, Virginia Woolf and Her
Works (London, 1965), pp. 326-327. Among those who see the pook as™
optimistic are Warren Beck, "For Virginia Woolf," P: 253; Marilyn
Zorn, -""The Pageaht .in Between the Acts," MFS, IT-(February 1956), 32-
35; and Ann Y. Wilkinson, "A Principle of Unity in Between the Acts,"
Virginia Woolf: A Collection of Critical Eésavé,ﬁeq, Claire Sprague,
(Englewood Cliffs, N..J., 1961), pp. 145-154. Among those who find
‘the book affirmative, though bleak, are Don Summerhayes, "Society,

" MoraTity Analogy: Virginia Woolf's World Between the Acts,' MFS, IX
. (1963), p. 332; and Stuart Hampshire, "Virginia Woolf," Modern Writers
.. and Other Essays (London, 1970), pp. 40, 45-46.

A KBSee, for example,
375. . )

e

-

«

Reree Watkins, "éurﬁival‘in Discontinuity," 368,
. ? .

‘ ,9See especially Avrom Fleishman, The English Historical Novel,
P 249, : ’ ‘ :

LY

IV. Conclusion R ‘
4 .
. ;hThe Self-Fulfilling Prophecy," Social Theorv and Social'SCruéture,
_rev. ed. (Clencoe;l964), p. 423. Related to the idea of 'the self--
- fulfilling prophecy is that of the "reflected or looking-glass self"

.. discussed by Charles Horton Cooley, Chapter V, Human Nature and the'

- Social Order, rev. ed. '(New York, 1922). Our feelings about ourselves,
'Cooley says, are formed in part on the basis .of how we imagine we are.
perceived and, more important, judged by others. What we imagine
another's judgment to be -and how seriously we take it depends, of"
course,” upon ho% we judge him. ‘

2'Thé "damned 1f you do, damned if you don't" situation is similar
to what psychiatrists. call a "double-bind," an ambiguous situation in
which a person is given contradictory messages and cannot predict what
action will lead to a successful outcome. The resulting insecurity
and' the crippling of a person's power to act can manifest itself in
‘schizophrenia, or what R. D. Laing describes as a radical split between
mind and body. $See Ernest Eemlmr, The Revolution in Psychiatry: The
~ New ‘Understanding of Mgn AINERE. 1964), pp. 46-50. o

L A : Y ‘

,3ﬁThe Independent Womalgl wcond Sex, trans. H. M. Parshley _
(New Yorky; 1964; first pub: &, 1949), pp. 679-715. s -
: B . R - o .
‘ 4See Rubin Raﬁikovitz; The ﬁéaction-Against Experiment in the
.English Novel 1950-1960 (New York and Londan, 1967), pp. 22ff.

,f',SSee-Elixgzgth-C. Baker, "Sexual Azf;Politics," Art and Sexual

Politics: WhyMjave There Been No Gre ‘ogman Artists? ‘ed. Thomas B.
Hess and Elizabeth C. Baker (New Yozf\?nd London, 1973), pp. 108-119;
Lee Hall, "In the University," Art 4nd) Sexual Politics, pp. 130-146;




. 3§9.
- Frank Barron, "Sex legerences in Self-Differentiation -and ‘btlvatlon
Artdsts in the Making (New York and London, 1972), pp. 33-37; Lawrence

J. Hgtterer M. D., "The Woman Artist,” Thc Artist in Society: Prob-

lems and Treatment of the Crgat]ve Pcrsonallty (New ‘York, 1965), pPp.
172-178. . ¢ . , -

4

_ See Thomas 'B. Hess;'?créat Women Artists,” Art and Sexual Politics,
pp. 44-54. : N ‘ ‘ -
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o Adoubtedly, many more such characters exist.: Nevertheless, the number .

.
L

1 .
' APPENDICES I AND II, -

Female Artist-Characters in Literature

Female artist-characters exist in important ‘as well. as relatively
insignificant works of several genre written during the n1neteenth and
early twentieth cthuries by both well—known and forgotten men and

wqmen from a number of countries. A female artistfcharacter is not a

v
./

' woman who merely dabbles in the arts,fbut one ho aspires to become a
.professional or actually does becone one for some period of her life,
however brief. The ones included in these appendlces do not constituggw
a statistically—representative sample' that is, one cannot generalize
from them_to all female artist characters.' The ability to draw such a
sample .depends first upon knowing the titles of all the works con-
taining female artist characters and then upon hav1ng access to the

’ ones randomly selected. The difficulties of locating all female
'artist-characters are obvious. The'ones included in‘these appendices \
were discovered during the col Tse of_reading‘for'other reasons, through
’references in literary criticism, and:through the recollections of
'.othervreaders. Moreover, anong any selected group of works, several

are unlikely to be in print. Others are available only in one of many

foreign languages in which the reader is not fluent. Still others are

obtainable only with considerable delay from overseas llbraries., Un-

"included should be sufficient to suggest significant tendencies.
The worKe are divided into those written by men'(Appendiva) and N

- ‘ . _ - . . v E
those written by women (Appendix II) in order to detect any differences

- H
'.jfgb?

¢ .
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in the.treatment of the female artist-character that might be rela-
ted to the sex of the writer. The wOrks.in each appendix are arr%nged

chronologically in case any changes in treatment are apparent over

;time. The lists are weighted, however, in favor of nineteenth and

<early twentieth—century works; the predecessors and contemporaries of

Sinclair, Richardson, and WOolf are represented more fully than are
their successors. Any statements about subsequent changes, therefore,b»

must be considered tentative.

Some of the categories sed in these appendices are more- meaning—

< ful than others. Naturally, each book does not provide the same amount

of 1nformation about the artist character(s) i& contains. In_some in- -
& . ’

Rl /'L

stances, too, 1nforma§gbn may have been overlooked. The works listed

were read over a period of several years with varying amounts of con-
centration and with different purposes in mind. Even“so, the impor-

tance of a female artist character in the work the importance of the

vfact that she’ is an artist, and the type of artist she is,all are rela—_

v

tively easy to determine. These portions‘of the appendices can be use-.

ful even to people unfamiliar with the works or authors in question.
o 'l ’

 The female artist character s, m%fives, her relationship to men, and

»

~ her attitudes toward marriage however, involve a certain amount of

‘interpretation and possible disagreement dependent as they are upon
spoint. of view and - tonE and “in significant instances, upon the author 8
psychological make—up and social milieu.- Every female artist—charac-

ter 'S situation involves a complex configuration of. elements that is.

difficult Cif not impossible,pto quantify. Her motives may be mixed,

~or they may change in the course of a novel.. She may be involved in

not one but a series of relationships with men. . Each relationship
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-might be of a different nature. One can define<'re1ationsh1p as a
relatively long-term involvement with commitment on both sides, but
commitment from the female artist—charactervs point of view might in-
volve anything from close friendship to‘financial need to sexual need,
or any\combination of these with or .ithout a marriage license. Her
satisfaction with the rclationshlp de ends upon the -extent to which it
gives her what she seeks, but what she seeks may not be approved in. the
book as a whole, or she may decide that she has been seeking the wrong
;thinga. The latter 31tuation is commonbsince the female artist-charac-
‘ ter, given COntradictory advice about the‘relationship between the
traditional»female role and her art, otten is.confnsed. These‘sections'
" of the appendices therefore, probably were more useful in the writing{

of the first chapter of this study than they can be. to readers unfam14‘

liar with the works and aushors in‘question.
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