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than about the works themselves.

‘K N

George Moore s cr1t1cs have been more than usuallyucoacent‘to
: & :

restrict their comments on his work to straightforward "inflﬁence ve

studies, seelng h1m as a mere ciﬁger a‘slate upon which all'the'
trends of his t1me were written. Such criticlsm tends. to reduce
Moore s early novels, 1n particular, to mere pastlches, collectlons

of borrowed passages, and generally reveals more. about the origlnals

-«

u

This thesis attempts to examine the artistlc value w1thout'

=

3 neglecting the ”influentlal" value, of the three reallstlc novels of -
‘ Moore s early period A Mummer s W1fe (1885), A Drama 1n MUSlln
‘.:(1886) and Esther Waters. (1894) These three novels are’ f1ne works I:;

.of;artnln;thelr own right qulte apart from what theyrreveal about

the cross- currents of literary 1nfluence between Franae and England

near the end of the n1neteenth century A Mummer s Wlfe is a complex

and powerful llterary creation as well as the flrst Engllsh novel to f'

display the 1nfluence of French naturallsm A Drama 1n Muslln is a

!

'richlyetextured Victorian soc1al" novel as. well as the first English

R 3

,novel to display the 1nfluence of French symbolism° and Esther Wate}s”;’

‘ils an almost pérfect blend of naturalism into the Victorian tradltion

to produce a novel Wthh is both ”modegn andta fine 1nstance of

R )

Eng,ll,shrealism.fg" G



ce

’ better known Victorian novelsr .

~

) ThlS study shows,,among othef things that Moore was closer
to the English fictional tradition than has been generally supposed

that even. 1n the first part of his novel—writing career he modified
: E?

Zola s naturalistic formula in compPEX and subtle ways, that he . could

N

4”; write a successful Victorian society" novel complete with a-f

sympathetlc omniscient narrator ‘and that all three of these novels

‘;- v'i .

(which have female main characters, & fact which has interesting

b4

feminist 1mp11cations) are comparable in artistic quality to many

) .K\;vbf . N
Such an independent assessment of A Mummer s Wife, a Drama in =

. £

"Muslin and Esther Waters is needed both -‘to demonstrate the artistic

N ]

strengths of these hitherto—neglected novels and to:place George

. 4 ~

e
: Moore in the literary context he demands.
. ) \
‘ . K N . ‘
" Co /
N ) B ,'/ : N
. - ' ;
. “ . ﬁ
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CHAPTER I ’ .
P : B
e INTRODUCTION = =~ = E
' I happened to-come upon the scene at the’ ™y
right moment. I was present at the ,

beginning of an important artistic and -
literary rebirth. I came to France, I ‘

7, . ., s, R
wrote the first serious novels in English.

- George Moore in a réCOfded‘Conversa4‘ S
tion in the unpublished notes of: oo
Mr,, Barrett H. Clarkl Qo




In ‘his own day, George Moore was not particularly well Eeceived

‘ by his. reviewers. His early novels (1883 94) were systematically

refuse#lby Smith's and Mudie s because of their frank discussion of
, l‘éj . .
“g_sexual matters, and later The BrookgKerith (lQlﬁl‘was attacked because

of: its unconventional handling of religious matter;s.2 English critics,‘ S

',constangly on the loohoﬁt\for the moral in the story, found only
. \ .
Esther Waters to be of literary value (and even that novel was blacklisted

until Prime Minister Gladstone publicly commended it in The WEStMJDSter.}

- (
,;V

f.,Gazetté)‘ ; Arthur Symons Moore s friend and fellow—enthusiast for
French literary causes 1n England was one of the few contemporary 'l'
Hcritlcs who admired the artistic quality of his work 4! Moore was
':f suspected oi being a. woman.!partly because/of the name George
ti(which as Compton Mackenzie p01nts out | was.the favourite name for
'ilwomJ; who donned the breeches when thev sat down at their desks"), ‘Jer,,f
» ovels were con31dered "unmanly i During his Irish perlod particu~
‘ 'larly fh Hall and Farewell Moore managed to inSult, publlcly, almost
"/everyone he knew, later cau51ng Yeats to remark” somewhat acerbically
that "it was George Moore s own fault that everybody hated him except.
f‘_fj',/i o a few London painters 6 The style which ﬁiﬂally evolved out of his
R Fiprose experiments, his unique meLodic line,ﬁ was too esoteric to be

v’

av;/hw1dely apprec1ated demanding ‘a new kind of appreciation, Shane Leslie
- commented that "Up to, 1900 everybbdy pretended he had. not read George.*ﬁi

Moore, whlle under King Edward all pretended they had'"7.

ut partly also because, by current (late Victorian) standards, his : -J'?vy',



bBrown s, George Moore A Recon51dfratuon was published 1n 1955 Since

W

D~
. -

‘Moore's indifferent literary réputation continued until Malcolm

»
-

'then, Moore studles have undergone a rev1val Apart.from.Jean C.

&

Noel 8 mass1ve and comprehensive George,Moore l homme et l oeuvre-
A ‘\ o \"‘

’;(1892=d933) (1966), there are two collectlons of critical essays‘.

-

':George MOore s Mind and art (1968), edlted by Graham Owens, and The S

~ ‘) .

‘t’"‘,'

A Hughes,i Several book length studles on Moore have also been wrltten,ff,ﬁ

.‘;as well as 1mportant articles by critlcs of late Victorlan literature.

= such as Graham Hough and A Normanueffares WthEdw1n Gllcher s

Bibliographg of George Moore (1970), the tools for Moore research were

PR

) v.complete t They also 1nclude the major biographical work on Moore,

' Joseph Hone s Llfe of George Moore (1936) Charles Morgan.s‘Epitaphion'

’jGeorge Moore (1935), and such biographical tld bltS ag)Susan Mitchell s

g,George Moore (1916), and Nancy Cunard s George Moore Memories of GM

?

E (1957) : Many collectiOns of Moore s l tters have been publlshed

ijincluding John Eglinton s Letters of eorge Moore (1942) and Letters ,filr”'

g:Davis s George Moore Letters to Ladg Cunard 1895 1933 (1957) and//mo

L : \.

‘recently, Helmut E Gerber s George Moore in. Tran51t10m Letters to

’" T Flsher Unwrn and Leﬂh Mllman 1894 1910 (1968) Helmut Gerber”has.,jf

o

;also publlshed a valuable secondary bibliography on Moore in English

k

1

1 , . -
to these aids to: Moore scholarshlp, there are variorumaedltlons—-»"““”

,,:

-:Man of Wax Critical Essays on George Moore (l97l), edlted by Douglas .7 4

from George MOOre to Edouard Duyardln 1886 1922 (1929),_Rupert Hart—‘ ]A’

WL

"therature in Tran51tron (Vol II no '2, parts I and II 1959 Vol Z :_

III, no 2 1960 Vol IV no. 2 l96l and”contlnulng).y In,addltronivh'u



f: writers. In fact, although

- and Stevenson list him ‘as in their English Literature o"

- " as to claim that "Twice George Moore re—creaﬁed the English novel-.7"

'~fl;' Lake through The Brook Kerith to Aphrodlte fn Aulls ,;,L' Morgan s

el

"‘in which he perfected his markedly individual "melodic line The

., : Yy : e N o
particularly useful in Moore 'S’ casg because of his many revisions—— S

of Confessions of a, Young Man,8 Esthef Waters,? andevelyndInnes:andl;'3{fi'
Sister Teresa.loul , :
Critics are beginning to. realize that despite his failures (and s

3 “ M ot

there were many) Moore is ﬁar from being the "minor novelist" CoAke f”"

Period 11 In an article on: "Rediscovering Geor '_Moore," Martin e

!“—,

Seymour—Smith describes him as’ "the mos’}neglected Qf'all-modern‘

12 g o
_‘;contemporaries were unable to P

recognize lt Moore made lasting and 1mportant contributions to: the ;";:":*V_F_h

: N . o )
development of the English novel as’ well as to other literary genres g

such as; 1mpreSSionistic critiCism, fictional autobiography andithe short “lh;ﬁ-

,’story Charles Morgan who was originally to do Moore 8 biog;gphyl3

and who diSplays a sensitive understanding of Moore s work goes 80: far\

v

first in 1894 when Esther Waters gave us our liberty, and again tenfj5;.v-"""

years later when there began that series of tales, extending from The o
Wld '

(;-

- claim,»I believe, 1s justified, and his observation is accurate.ﬁ -

,Moore s career as- a novelist contained two artistically successful

periods his early period, in which he was writing out of both the fih“"

French and the established Victorian traditions, and his ﬁinal period

R'r »,
< ‘-b. . - S

periods between include some intriguing novels (such as Evelyn Innes

' and Sister Teresa and The Lake), but theseAfonsist mainly of experiments

e Victérian"‘"'”'A '



R

. s
. ' o /

leading toward the later work.

i N U

: In:th}s thesis, I shall consider the earliest of these periods.

It begins with Moore's first novel, W Modern Lover, in 1883 and ends

with Esther Waters iq 1894, Betweén these two dates yoore also wrote f
A Mummer's wife (1885), A Drama in Musli; (1886), A Mere Accident

(1887), Spring Days (1888), Mike ;ketcher (1889) and Vain Fortune ' 5
(1891). 1In particular, I.fhall examine the three best works of the

period, A. Mummer's Wife, A Drama in Muslin and Esther Waters. The

[y

‘reasons for my summary treatment of the other five novels are that,

-

firSt, they are very bad novels, and second, they arise out of a quite
different set of enthusiasms from the three'successfpl ones.
Moore chronicled the various enthusggsms of thié'early period in

‘Conféssions of a Young Man (1888), the aﬁdacious fictional guto—
biography which Enid Starkie sé;g‘as "the first stonegeven the base—
of the éestﬁetic novel in England.."15 In 1879, after the publication
of his first volume of poetry, Flowers of Passion‘(1878), Moofe réad
“a series of articles-By Zola ié the Volféire, in which the French

writer outlined the.principles of naturalism. Moore was instantly °

% -
impressed: . L - . oo n\ﬁ;

Naturalisme, la vérité, la- science, were repeated -some
half-a-dozen times. Hardly able to believe my eyes, I
read that you should write, with as little imagination
as possible, that plot. in a novel or in a play was
illiterate and puerile, and that the art of M. Scribe- ' 3
was an art of strings and wires, etc. I rose up from '
breakfast, ordered my coffee, and stirred the sugar, a
-little dizzy, like one who has received a violent blow
on the head. . . . And ébw for a third time I exper-
ienced”the pain and joy of a sudden and inward light.

s PR A 2




Naturalism, truth, the new art, above all the phrase,
"the new art,'" impressed me as with a sudden sense of
light. ... . The idea of a new art based upon science,
in opposition to the art of the old world that was based
on imggination, an art that should explain all things
and emb¥ace modern life in its entirety, in its erddless
ramifications, be, as it were, a new creed in a new
civilisation, filled me with wonder, and I stood dumb
before the vastness of the conception, and the towering
height of the ambition.l16 ‘ !

After this Moore went back to London from France in 1880 with the

intention of "digging a daggef into the heart of . the sentimental

school" and of becoming."Zola's offshoot in England.”17 This burst of
~ eﬁthusiasm was seemingly short-lived, however. In 1884, the year

before A Mummer’s Wife was published and stx years before Wilde

N .

reached similar ‘conclusions in The Picture of Dorian Gray, Moore

tayourably reviewed Huysmans' a Rebours, the book in which Huysmans

L]

turned against naturalism and toward symbolism. In his review, -
entitled "A Curious Book," Moore sees this novel as "neither more nor
less than a catalogue of the whimsical fantasies of this product of

. over-civilization. . ., . Three hundred pages are filled, and admirably,
' ‘\\. ) » . o
with matter it -is true of little interest, but with graces of fancy,

i

N . ' _ _
‘imagination, and caprice that never fail to delight the literary

18

gourmet." In 1885, as he was correcting the proofs for A Drama in

Muslin, Moore read Pater's Marius the Epicurean, and experienced yet
L ‘ N

another "echo-augury," calling it "the book to which I owe the last

temple in my soul," which "came upon me almost with the same strength,

almost as intensely, as that divine song of the flesh,—Mademoiselle

de Maupin." In particular, he was delighted by "the simple and
<



unaffected joy of the heart of .natural things," the "beauty of mild-.

N 14

ness in life," the "glad worship of the visible world," the

o h, Y
R

"i{ncurable

¢

belief that the beauty of material things is sufficienfifOr all the
needs of life,”%and a ''genuine pleasure in the languagénitself”:
"'Marius' was the stepping-stone that carried me across the.channel
into the genius of my ojwntong_ue."19 Later, in 1887, he read with
“interest Edouard Dujardin'é Les lauriers sont coupés, an early
experiment with interior monologue and Joyce's acknowlédgedlprototype
for his "stream-of-consciousness" novels. In 1888, as weli as
Confessions of a Young Man, Moore publishéd an admiring article on
Turgenev in The Fortnightly Review, in,which he lauded Turgenev's
"subtlety" and came to "a more comprehensible classification of
novelists thén has hitherto been attempted—the thought school.and the
factoschoél," Zola being relegated to the latter for the reaqoﬁ implied
i? an alleged remark by Egrgenev about Gervaise: "Je me demande
qu’est4cé que éela peut me fairesi elle sue au milieu du dos ou sou les
bras?”20 |

Thus, askMalcolm Brown points:out, Moore's opinion of Zola
chéngééQWithin a vefy short time. Iﬁ his ?reface to the English -
edition of Pot—Bquille (pﬁblished in 1885, the same year as the-
revelation of Marius), Moore calls Zola "a great eﬁic poet,
the Homer of modern life";Ain Confeésions (1888), he dismisses him as
"the dregs of yesterday's champagne.”21 'MQO£€ goes on in Confessions -

a

to say that "What I reproach Zola with is. that he has no style; there
3 . .
is nothing you won't find in Zola from Chateaubriand to the reporting

;



in the Figafo. He seeks immortality in an exact description of a
linendraber‘s Shop; if the shop conferred immortality it should be

upon the linendwaper who created the shop, and not on the novelist

-

who described it."22. Because of Moore's derogatory remarks about

! S

naturalism in Confessions, in fact, Zola refused to write the Preface

- for the French e&ition of A_Mummer’s wife (1888) as he had previously

v

agreed to do. Moore was to return later to naturalistic methods in
. ,

Esther Waters, but in t same year in which Esther was published
) :

(1894), hé\ngfi/éhe Prefagce to Lena Milmanfs~EngliSh §ranslation of
Dostoevsky's Poor Folk, extolling the latter's "minor key," "skilful
use of anti-climax" and "sad and solemn-harmony,"23 none onWhiéh are
particularly naturalistic attributes.

Broadly speaking, then, there were two main impulses in Moore's

early period; as Enid Starkie points out, Moore at this stage wantéd

" to follow both naturalism and "l'art pour l'ar‘t."24 He was caﬁght,

seemingly, between the gate of ivory and the gate of"horn.25 Whét'
these two schools had in common, as Graham Hough observes, was the

premise that art is amoral—both desiredxﬁp free art._from the service

A / . o
“ of conventional morality.?"6 Hough goes on to say that - \

r

The fact is that naturalism did not drive out the ~/
aestheticism, it substituted a new aestheticism of - _

an extended kind. . . . [Moore] re-reads L'Assommoir,
‘and is impressed by its "strength, height and decorative
grandeur," by the "immense harmonic development of the
idea, and the fugal treatment of the different scenes,"’

- by "the lordly, river-like roll of the narrative." In’
short, it was '"the idea of the new aestheticism . . .-
that captivated him. . . . By now, when the professed

"scientific" pretensions of Lé Roman Expérimental



can no longer be taken seriously, the real. nature of
Zola's achievement can be seen more clearly, and it is .
seen much as Moore saw it."Z27 :

j
/

In Moore's early period, however, regardless of\the'many theses

A

written on his "aesthetic naturalism' or "naturalistic aestheticism,"
these two tendencies are not yet integrated as they were to be in his
® . - o . i
latet style, The five unsuccessful novels written before 1894 represent

o » ; : . 28 o
Moore's earliest attempt to write symbolist or "aesthetic'-novels.” - =

Lewis>Seymour of A4 Modern Lover;fFrank Escott of Spring Days, Mike : B

s e st n Do

t C :
Fletcher, and to some extent Hubert Prhu?of Vain Fortune, -are all’

recognizable as the type of jaded, fih-dersiécle dandy that was to -

become so fashionable in the nineties, while the ascetic:-John Norton of
A Mere Accident has the same fastidious contempt for the world as
. . V,A i )

Des Esseintes. Moore's fatuous young men, who are similar in many ways

to_theféudacidus hero of The Corfessions of a Young Man, generally do

not make successful heroes of novels., They are 1Sterest1ng mainly as

an indication of what Moore himself was like during this period——Duret

~
!

described him as "a golden—haired fop, an aesthete before the dags of

29

‘Wilde" ——and as evidence of the superffziality of Moore S aesthetic1sm ‘

at this time. Only1two of these noVels merit any critical'attention;
Richard Ellman has posited Vain Fortune as Joyce's source for "The Dead"

(Joyce calledlt 'the only one of Ceorge Moore's books wOrth reading") 30

and Spring Dags which was originally serialized in The Evening News ,

o

is a genuinely amusing satire, despite Richard Cave's assertion that it . -

is,"a trivisl, repetitive piece and certainly [Moore's] worst work of’

.

- o ‘ : o ‘i : }




» . 10

fiction."31 None of these early aesthetic novels was successful how---
ever, either artistically or commercially, and none was included in
Moore 5'canon. rAs Peter Ure remarks, Mobre "could little bear ‘in
later years to speak of [these] novels. . . , nor shall'we,"32'exceptn
for my brief discussion of them in the "Interchapter“ between Chapter
I1I and Chapter IV. |
vThe remaining three novels ‘the ' realistic" novels which I intknd
to discuss, have femalevmain characters | These heroines are. each from
.a different soc1al‘background Kate Ede is lower middle class,vAlice
Barton upper class and Esther Waters working class There is an
‘:astonishing differencevbetween these. serious, bellevable, carefully-
drawn her01nes and the mock—cynlcal bohemian "types who are the heroes
;of the aesthetic .novels and who reflect the alternate self—mockery vfh
and - self—aggrandizement which constituted Moore s own’ pose durlng thls
‘ o
period. In fact none of Moore s works (except possibly The Brook
Kerith) 1nclude a strong realistlc male hero This ability to portray
female main characters more successfully and convincingly than male.
Mmain characters can probably be traced to one of the maJor obse851ons.
':of Moore s career his lack of ' sexual success w1thiwomen This
'manlfested 1tself in his work in various ways much of Hail and Farewell
fhas ‘to do w1th the questlon of Moore's 1mpotence, and many of hlS short
:storles (particularly those 1g-Cellbates [1895] In Slngle Strictness
1[1922] _and Cellbate Lives [1927]) portrayed characters who were

,81milarly unsuccessful in love Apart from manlfestlng itself in -

these fairly obvious thematic concerns, however,‘Moore's sexual/
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psychological make-up put him in a dnique position in regard to women:
C ' |
: . : ' \ : : .
h¢ felt’a genuine "femininé" affinity with them (in the French edition
of Confessions he writes "je ne puis qu'imaginkr qu'avant ma naissance

eilﬂylavait eu quelque hésitation de sexe"),3% and he tended to be a

ftiend»and confidant to women rather than a lovet, thereby acquiring.

P | . o . S ‘ - ‘
re feminine and uninhibited insight into the workings of the female -
‘mind; This imaginative sympathy with women is exHibited in the many‘

’ . § ;
ellcitous female qparacters ‘who populate Moore s work 1nclud1ng the

three I have chosen to.study (Mlldred Lawson/Henrletta Marr, for .
*example, rivals Ibsen s Hedda Gabler as . a portralt of a ster1le
domineerlng female);,and belies thetmere connoisseurls interest in
lwomen.Moofefaffects'in,later editions of CorlfesSions.?4 hia early
“‘feadets found'thiadpaycholoéicalJaccutacy.somewhat dlaturhing;»Suéan

-~Mitchell called it "an almost uncanny 1n31ght 1nto a woman s belng,"3$

and Andrew Lang complalned that'the naturallsts (Moore amoné'them) hade
, ;an .almost unholy knowledge of the nature of.women... ,f} ‘Such,-

‘analyslsfl ;t.bmakesbone feel 1ntru51ve and unmanly '36 -It women havej
f'1ndependent naturea, in other WOtds it'is‘beSt’not“tobhnowgl Moore's
fas1nation with the ‘female Sex_madeihimvwant-to'khow, hqwewer,fand‘the'
;earlleateresnlts'Ofdthis:knowledge:ate'his three:tealistic”heroinee.lnh
‘aiMdmmer’s:Wife,'A Draha ln.Muslin and ésthef Watera.v

ﬁbf.these thfee novela, ohly Esther Wate;s’has feceived,muchl

'critital_aCClain,-fsone‘c:ltlcg,donahleAtoiapoteciate ﬁoore'a later;
‘achlevénenta,;coneiderdlt toibe-the.culnination'oflhis:careef. iHowewer,7

the other two novels jn this groop‘also merit critical attention,
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W. C. Frierson maintains that A Mummer's Wife is "an excellent piece of
. o work, of far more'distinction than the dull Esther Waters that later
| . : 37 - ' .
caught the- public¢'s attention," nd Norman Jeffares refers to A Drama

In Muslin as an ”Unreasonably‘neglec ed novel."38 And, although they

73ng_t0»the same "groupﬂ in Moore s corpus, John Freeman was able to

k4 . .

see as early as 1922 that A Mummer S Wife and A Drama in Muslln were
not merely preparatlons for:Esther Waters, but independent novels,

. Whether or not one agrees with Peter Ure that '"there is a Moore heroine
of whom Kate, Alice and Esther are only avatats,'" ~these three novels
are interesting on their own merits.

It is on their own merits that I intend to examine them. 'The
question of influence, which“inevitably arises, is a'particularly
Curious'oae in relation to Moore, and needs clarlflcatlon at the outset
In "George Moore° A Centenary Apprec1atlon " Charles Morgan remarks that
‘”There was and still is a problem of George Moore; or, rather, there

. ' ' ”41,. .

-are two problems, personal and llterary, whlch are connected The
way 1n Wthh these two problems are cohnected is lnstructlve w1th regard

—

to the 1ssue of Moore' s llterary 1nfluences. Zola‘remarKEd'that‘art is
-nature_seen thrOugh-a temperament" ("une oeuvre‘ne sera jamais
» ‘ ( ‘ 1" 42 "‘l
qu'un c01n de la nature vu a travers un temperament ) M00re s
temperament " however, was somewhat of a puzzle.f Ruth Zabrlskle
'Temple,gspeaklng of Moore s references to French llterature, says that
although,such references pretend Qo be no more than a record of’ the
1mpact of that llterature on a temperament th1s temperament Was for

ST | 43

varlous reasons a 31ngularly sensltlve 1nstrument " The "various
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//

‘ . .
reasons' include the fact that Moore remained strangely unformed—

uneducated, even—until his twenties (to use his own over-quoted
phrase, he "came into the world apparently with a nature like a smooth

piece ofnwax,'bearing no impress, but capable of receiving a'ny")44 and

the fact that his formative §ears, "the years the most im ressionable,
. . - / . ) p

/

. , ) : . , ' 45
from twenty to thirty, when the senses and the mind are widest awake"

were spent in Paris in the seventies, when the artistic ferment of the
various schools of naturalism, symbolism and impressionism was well
under way. Moore's childlike delight in ea¢h of the "influences"

which impressed themselves upon him (recorded in the successive "echo
AY

auguries" documented in ConfessiQns, which¢I have alre?dy outlined)
seems - very far removed from "the inevitable temptations to paraly31s

v
or routine 1m1tatlon, to retrenchment or mere fitful rebell1onr outllned

&
4
by W. Jackson Bate in The Burden of the Past and the Engllsh Poet, 6

and farther yet from Harold Bloom's descrlptlon of the creative
47 !
artist's "anxiety of influence.""’ Indeed, Moore's innocence in this

&

respect seems much,like Bloom's description of Ben Jonson's attitude:

" he ”has o anxiety as to 1m1tat10n, for to him (refreshlngly) art is

- 48 '
hard work." K Even when one is sure that Moore readjnd was 'influ-

enced" bx a work his confessed haphazard method of reading further-

g

I can lay no claim to scholarshlp of any klnd for save -

- life I could never learn: anythlng correctly. T am a .
student only of ball rooms, bar rooms, Streets, and _

' alcoves. I have read very llttle, but ‘all I read I can

_turn to account, and: all I read I remember.. To read .
freely, extensively, has.always been my ambltlon and my
utter 1nab111ty to study has always been to me a subJect
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of grave inquietyude,—study as contrasted with a éeneral
and haphazard gathering of ideas taken in flight.

A single-minded artist such as Zola, to whom af opinion was "like a

heavy piece of furniture; . . . moved with difficulty;"so could not

»

4understand such shifting allegiances. Moore's friend Arthur Symons,
Jwho like Moore was in’ constant touch with the rapldly changlng llterary
currents in both France and England, understood them well, .He Says

in his dedication to Moore in Studies in Two Literatures that

Frankly, I do not understand this limiting of onegelf to
a school, a doctrine, a costume, I have, and I keep for
myself, my own way of seeing things, my own way of trying
to say them; you have your own vision of ‘the world, and
your own technique. ‘But to you, as to me, whatever has
. been beautifully wrought, by whatever craftsman and in
whatever manner of working, if only he has been true to
- himself, to his own way of realizing the things he sees,
g » that, to you as to me, is a work of art; and-its ‘recog-

' nition., its ‘presentment to other people, who may not
immediately have seen it to be what it is, becomes the -
delightful business of the crit3c.21 :

Moore's innocent openness to influence (Noélrsays that "i1 a conservé

quelquechose de 1' enthousiasme des enfants qul aglssent de prlme—

52
.saut") helps to explaln two seemin anomalles whlch have uzzled his -
g P
Coege T LY : .

critics: his ‘status - as a wrlter and hls 'facelessqpss"%in his own work
k - . . Ly e : :

-‘Bloom remarks that _where genero81ty is lnvolved the goets 1nfluenced’
are minor or'weaker; “the more?genérOSity, . the poorer the poets
, w53 ' " fo
1nvolved. Certalnly Moore. borrowed generously Yrom hlS llterary

sources, and thlS has led CrlthS to doubt hls orlginallty CIn

addltlon Moore s ready adherence to the tenets of first one school and
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then another, and his willingness to be impressed by writers of varying
persoasions eometimes make it seem, especially in his early work, as
thoughrMoore has no personality or style of his own. Buffon's dictum
("le style, c'est 1'h¢de méﬁxe")é4 seems etrangely inapplicable to -

'Moore before'1895. After“this, of course, Moore'did develop‘his own

‘1ndub1tably dlstlnctlve style*(hls melodlc 11ne") and, reeognizing
that great art is unmlstakably but not self—consc1ously 'signed, "55
proceeded to re-cast all of hlS earller work to conform to it. Until

recently, however, eritics have been unable to’get a grasp on Moore the
man or on Moore the artist. There is no typical early Moore novel as
L N

there is, say, a typlcal Hardy novel or Glssing novel, no con51stent

.narratorial personality perceptible in his work. Graham Hough calls

Moore 'a man without a trademark "o and Geralnt Goodw1n remarks that

N -

- Ibsen's attitude we know; Shakespeare's attitude, asif
broad as life itself, we yet know was continually \
changing; Balzac, Dostoieffsky, Tourgenieff, the great
minds of the world—but George Moore? . . . Their work -
was coloured by the1r attltude, however 1mpersonal they
may have kept themselves., But Mr. Moore's work, his
creative work-. . . has . . . risen up and assumedylts'

“own beautiful proportlons, betraylng the hand but never o
the heart of its creator. - :

-

"As a result, one trend in Moore criticism has been to trace

influences, treating Moore as a mere cipher,.a slate upon which all
~ the trends of his.time were written. This in turn tends: to réduce his

.early novelS»to mere'pastiches;'collectiohs of doprrowed passages3,and
iﬁugenerally revealslmore>about;the originals than about the'erRSt

" themselves.:
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. ¢
Occasionally, of}courSe, oneccan spot a‘passagevor techniqué.,,-’
that Mooreihas quite openly'"borrowed"é—heqonce said'to Lady Gregory,
MWe both quote Well, but you always put'inVerted commas, I never N .
h57;—but this does notVSay much ahoet the work ‘as a whole.- Milton‘ o
'Chaikin s discoyeries in A Mummer's Wife of echoes of Therese Raquzn,dd”‘

do

, ' ' 8
L' Assomm01r . Nana and Une Page d Amour, for example,5 are of.limited

' 1nterest in relation to that novel s 1ntrin31c value. As Noel
.remarks,”fll importe de souligner ceS‘differences ausSi bien que les

resemblances,fBQ,,My'primary purpose-in this thesis, therefore, will,

'not be to trace spec1f1c 1nfluences——this has been done, and done

well,60' The d01ng of 1t, in fact has led . to the state of affairs

»,descrihed by'Charles,Burkhart'in_his“reCent,sUccinct:review of'MOorel S vfr T

’scholarship;i"The new.criticism'is'old now, but itchas nearlyfbypassedi

'Moore.ﬁ 1
This thesis is partly an attempt to remedy this situation with

' regard to Moore s three realistic novels. I will examine each novel

»

_as a text 1n its own rlght from the p01nt of view of fairly conven-7_f1g’

_tional new critical" notions of narration, character, plot, style and

I
-

-jstructure, thus permittlng an evaluatlon of their relative merits quite "
japart from their status as copie84 of varlous’predecessors.5".
Another part of “my task w111 be to "place": A Mummer s W1fe, A Drama .

Cin MusllnzuuiEsther Waters accordlng to thelr 1mportance in Moore s

)

‘career thus helping to place" Moore in the history of English

"'Iiterature, espec1a§ly novel history Apart from his cold and clammy
. . i :
.Lpersonality,? Erierson remarks, there are many other reasons why Moore

. \'
iy 5
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’has been omltted from crltlcal dlscusslons, not least among which is

the d1ff1culty of placing him satlsfactorlly 6% This is borne out-by

the contlnulng puzzlement of critlcs such as Walter Allen who refers_‘

063
tofMoore as ,somethlng of a sport ~ in the. traditlon of the Engllsh
: novel “and even Charles Burkhart acknowledges that "One spec1al
v . : _ , . .
,;problem-withyMOOre is.that he‘iS‘either a major‘minor wnﬂter or a minore I

-1maj0r;writer;,lt.would-be'easier if he weére simply major or simply

- oo, 04
© minor.
i

In order to " lace Moore 'S contrlbutlon \or rather contributlons
P: >

to the development of the Engllsh novel howeVer, one mustptake 1nto -
account the time durlng which he wrote, and 1n thls sense. influence ‘inu
the‘large sense 1s 1mportant to my study h In: 1884 when the famOus ‘
"Art of F1ct10n debate was taklng place between James and Besant and
noveliSts’were'becoming intensely aware of the,novel;as-an.art form;~'.

3
' _'Moore was at the very beglnnlng of hlS novel—wrltlng career. The S !"‘i
‘perlod that encodpassed A Mummer s Wlfe A. Drama ‘in Muslln and Esther |

3

' JwaterS'immediately preceded-the¢Unravelling»of'the Victorian novel;intosff'j;f_ 3 i

o

hmany strandsf soon there would be the romantlc adventure novels of I

e

'».fHaggard and Stevenson ’;h "Engllsh’}aturallst” novels of G1551ng,

'_Maugham;and Morrison,tthe aesthetlc ‘novels: of W1lde and Beardsley,

§
k

the Fpovels of ideas of Wells and Bennett andt e well—made»‘novelsh
-;of Henry James, as well as the late V1ctorian novels of Hardy and

';QMeredlth 65-}_Mc«ore-dld not belong to any of these groups,-but'characé L‘

,teriStics-g% most- of q@em can be seen- 1n hlS work desplte hls avowed .

dlsaffectlon w1th the Engllsh novel as. a whole 66 I have already
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, alluded to Moore s fasc1nat10n w1th the various literary movements" .
+in Francey and, while it is possibly overstating the ca\e to say w1th

Enid Starkie thati"Everything that was most vital and original in f

\

'English fictlon during the last quarter of the nineteenth century,

came from France, 67 it is certainly true that French ideas, and
-partlcularly those of the naturalists, changed the course of the English h
'l-novel. That Moore was a key figure 1n.bring1ng about this change there .
' is no doubt | AsIGraham Hough remarks,:"We can see in him a complete ?bl’.“

.microcosm of the French influences that were then reshaping English

.A_

. . /' . - * N B ' co
v’literature., His experlence tells us of the openlng of a new chapter ;
“ .

'>'1n the h1story of English fictlon "68

My dlscu531on of Moore s reallstlc novels will therefore take place e

T

';ﬂw1th1n a broad historlcal context, wlth partlcular attention to ‘f
‘:”French" and "Engllsh" characteristics Slnce at this particular t1me

.in the development of the Engllsh novel these two sets of character— -

ﬂlstlcs were virtually synonymous w1th "naturallst" and "Victorian, v
b'ytheseiare two terms Ishall defihe at this p01ntv1n the senses in which
"I w1ll be using them P R ’ |
f"Naturalism," Milton dhalken says is, reallst fictlon that is {.f”,
v'imaterlalist determinlst pessimistlc, and documentary' ~Zola s o
:‘lfflction :_Ff? must be used as the touchstone for the literary type

~ S 69
"knownxas naturallsm." ,

Thls definltlon, though brief“ &ists mgﬁt of
the ma1n characteristlcs of naturalism It was a definite movement

or: school" 1n France whlch grew out of nineteenth—century reallsm?oi

| and which was b331cally an attempt to apply the methods of nineteenth—



19

e

century science (par&icularly the theories of Charles Darwin and
Auguste Comte via Claude Bernard and Hippolyte Taine)7,1 to literature.
It is said to have begun with Zola's Thérése Raquin in 186772

(although both ‘Roland Stromberg and Lyall Powers suggest the

Goncourts' Germinie Lacerteux [1864] as the earliest naturalist

73 . S
‘novel), ~ and indeed Zola was its most renowned exponent (other

N

members of Le Groupe de Médan included Paul Alexis, Henry Ceard,

Léon Hennique, Joris-Karl Huysmaﬁs and Guy de Maupassant).

]
Flaubert, regarded by the naturalists as their immediate ancestor,

’

supplied the group with two of their most important tenets: the

impersonality of the narrator (''The artist ought to be in his work like
» )
God in creation, invisible and omnipotent. He should be felt every-

74:} . . .
where but not be seen")’ ™and the notion of character as "'type"

75

(fArt‘is not made for the depiction of exceptions. . . .") The

latter tendency, as Martin turnell points out, was a general trend in

»

French literature of the time: '"In the second half of the nineteenth
century the French novel underwent far-reaching changes. . . . The .-
individual begins to lose his reality, to be transformed into a symbol

or a case. Interest shifts from man to his environment; there is a

2,

new emphasis on society, on social groups,”on class and, ultimately, on

6
"the masses.'”7

These two principles suited the scientific purpose of naturalism °
. ¢

'well,. as we can see from Zola's Preface to the second edition of

Thérése Raquin (considered to be one of the most important

L

"manifestos' of naturalism):
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In Thérése Raquin my aim has been to study temperaments

and not characters. That is,the whole point of the book.
N I have chosen people completely dominated by their nerves
and blqod, without free will, drawn intb each action of
their llves by the inexorable laws of their physical
nature. Thérése and Laurent are human animals, nothlng
more. . . . There is a complete absence of soul, I
freely admit, since that is how I meant it to be. I
hope that by now it is becoming clear that my object
has been first and foremost a sc1ent1f1c one. When my
two characters Thérése and Laurent, were created, I set
myself certain problems and solved them for the interest
of the thing. . . . 1If the novel is read with care, it
will be seen that each chapter is a study of a curious
physiological case. . . . I simply applied to two living
bodies the analytical method that surgeons apply to :
corpses.

In particular, the naturalist novelist was to examine objectively
the effects of environment 4nd hergdity on such ftemperaments,” which
were almost invariably drawn from the Jower classes. Also, the

] ' ¢
novelist was to employ the methods of the scientist in researching his
\ B
material: he was to document carefully all of the concrete details of
a particular milieu (being concerned with factuél observations oniy)
and overlook none of them, not even the most unpleasanf.

Evén from this sket;hy list of the elements of naturalism, it is
obvious that Moore was the only Engllsh novelist who at any t1m9 could
be said to have adopted all of them to any s1gn1f1cant extent. Charles
Reade78 employed a "documentary ﬁechnique” in researching material for
his novels, George Eliot?9 portgayed humblevsuﬁjects agd baid careful

i

attention to the details of milieu, Thomas- Hardy displayed a'pessimistic

1

degerminism (especially in his later work), Henry James80 espoused the

naturalistic precept of the disappearance of the narrator; and George -
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Gissing depicted lower-class characters in squalid surroundings; but
inm other respects these novelists demonstrated characteristics that
were far from naturalistic. Even the so-called "English naturalists,"

as I shall show, did not follow the naturalistic formula as closely
\ ’ :
as Moor9 did in some of his early work.

8

With due regard for Ruth Zabriskie Temple's article "Truth in
Labelling: Pre—Raphaelitism,'Aestheticism, Decadence, Fin de Siécle,”sl
I am now going to define in passing the general term "symbolist--
aesthetic'" as the couﬁtér movement against naturalism which occurred in
France in the 1880's‘and which loo&ed back towaré the decadence of
Gautier and Baudelairé. The main differences between the two schools
lay in their‘SUbject—mﬁﬁter (the symbolist—aestﬁétes chose exotic sub-

jects rather than low-life ones) and in their concern with form (the

symbolist-aesthetes saw the novel as an art object rather than as a

scientific document). They were éimila;, hé&ever,ﬁin the importance
they at;aghed to physical phenomena éﬁd in their desire to "place the
demands of art‘oufside and above moral exigenéies,” as Graham Hough
ébsqrves. (""The movement may be fowards fantaéy~and dream, or it may
be towards the recognitionlof the most sordid social’actualitieé; but
.these e are.both expressions of the same need.“)82

As I have altready pointed out, Moore's "aestheticism'" during this
time (including his interest in Huysmans, Dujardin aﬁd Pater,. his
dandified pose in Confessions and his ill-wroﬁght "aesthetic'" novels).

was a strand in his artistic development running side by side with, but

distinct from, his naturalism. In addition, it. is apparent that

/
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Moore's aestheticism during.this early period was as yet undeveloped.
In Confessions he disparagingly says, ''What is symbolism? Vulgarly
speaking, saying the opposite to what you mean,”83 and Holbrook Jackson

remarks that

George Moore played at decadence for a little while, but
the real influences of his life were Flaubert and the
naturalists on the one side, and their corollaries in the
graphic arts, Manet and the impreéssionists, on the other.
For the rest he insisted upon England accepting the

?  impressionists; abandoned realism; introduced into this e
country the work of Verlaine and Rimbaud, and the auto-
‘biography of indiscretion; flirted with the Irish literary
movement, and its vague mysticism—and remained George
Moore. 84 ' ’ :

B

In describing his return to London~%rom Paris in.l880, Moore recounts

that he carried symbolism "like a toy revoiver in my waistcoat pocket,
to be used on an emergency."85 He did not fire this revolver until he
wrote The Lake in 1905, I think, and by then it was a real one.

The term "Vic;orian" is not so easy to define as "na;uralism" or
"symbolisﬁ,” as the English were not inclined té codify their literary
movements. In the sense in which I will be'ﬁsing it; ”Victqria;” will
refer to what is commonly thnght of as ”Eﬁglish realism.f
W. C. Frierson gives a list® of Vict;fian characteriéticé——"We associate
Qith Victorianism the belief in 'higher selves' and '1oﬁér selves,; a
icdncern with spiritual values and free will, a teﬂdency to‘look‘on the
sunny side of doubt as well as of life, feticenée inimatters.of Seg! K

religious patronage, a chivalric attitude toward woman, Toryism, pride

of race, and imperialism”gé——but_thése deal glmost-EXclﬁsively with the
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"matter" of-Victorién fiction and ignore its form. In addition,
Frierson is QBViously referring to the older generationwhf-4ictorians.
Clarence Decker and Walter Allen both agree that the later great -
Victorian noﬁelists were by no meéns as complacent as all that.
Péfhépé a better way to approach the Victofiéﬁ hovél is b? way of
Lionel SfevenSOn's article "The Rationale-éf Victorian Fiction." He
speaks of "three compelling requirements" of the Victorian novel; it
was to tell "an entertaining stbry,” it was to contain "an impressive
accumulgtionvof familiar‘detail” in order to create Vérisimilitude,
and it was'to supply "a reassurigg sense of consisteﬁt [mdral}

88

principles.” Of these requirements, the first and third refer to the .

dictum that literature was to "delight and instruct," a;double'duty'
which Victorian novelists took very seriously. Trollope, writing about

"Nbvel“Reading;'in Nineteenth Century, -says that

-The writer of stories must please, or he will be nothing:
And he must teach, whether he wish to teach or not. . . .
If he can make virtue alluring and vice ugly, while he-
charms his reader instead of wearying him, then we think
that he should not be spoken of generally as being among .
those workers of iniquity who do evil in their genera- -
tion. . . . [There is]sa general conviction that it
behooves the English novelisc’CO’bevpure.89 '

-*
The other requirement outlined by Stevenson,- the reqhest for

Myerisimilitude," is interesting. He mentions that Dickens "spied on
Yorkshire schools in,preparatioﬁ\for Nicholas Nickleby -and- sojourned
in strikebouna'P}estOn for Hard Times'" and that George Eliot "depended

_dn‘parliamentary reports énd old newspaper'fiieS'asAher quérry‘for
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Middleharch,”go and this scunds‘muCh like the documentary technique
employed by the naturalists, also in the service of verisiailitude.

As 1 haye already mentioned in connection qitﬁjCharles Reaae,.however,
the diffeteccevliee partly in»the way such ipfdtﬁation was used; to
the naturalists, facts were important in and‘of‘thepSelpes, wheteas

the Victorians generally saw such.empirical data as incidental or

. -

subordinate to their character's inner states. What we learn about

\
{
3

medicine via Lydgate, for instance, is>nothing like ao important asf°
what we iearn about hisvsoul. Ffom the naturaliets, onbthe other haﬁd,
as Lilian Furst and Peter Sktine‘point out, "6ne‘can acquire a
reasonable, though now out of date:knowledge of mining, launderiné{
farming,- the stock—exchange, prlnting; the manufacture of pottery, |
J?et nur51ng, pick—pocketlng, cotton—picklng and other useful accom- -

pllshments. o1

Anéther importaﬁtadiffefepce iﬁ French and' English notione-of .
 ver1s1m1l1tude 'lies in the ”facts" the Victorlans saw flt to record
anything not considered "respectable" (Ishall,deal more fully w1th

thlS presently) was 81mply omltted ‘Stevenson contends that such

,om1551ons actually contributed to veriSimilitude:

% What modern readers condemn out of hand as biased
prudery or cowardly evasiveness is actually close to
the processes of real experience. In everyday life
. we do not usually witness the secret episodes of sexual
intercourse or psychological disturbance, instead, we
' draw our conclu51on§ from the evidence that shows - to the
external observer.? ' :

(R

This, of course, is a weak argument. ' In everyday life we do not
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usually know what other people are thinking, either, unless they tell

' ué; but the Victorian novelist cheerfully admits us to their con-
B A

sciousnessf
This brings me to J. Hillis Miller's coneeotion ofithe defining
characteristic of Victorian fiction, the omniscient narrator. "Th}s
:nonvention,"-saye HillishMiller; "is so crueial to nineteenthfcentury
English.fiction . . . that it may‘be called‘the-determining principle
of its forp."g3 Indeed, the omniscient'narrator, with his broad
knowiedge_ofM"how things go,'" is 1deally sulted to fulfill all of the
Victorian reader's enpectations he could tell a gOOd story, he could

create-a real‘”world" peopled with real characters, and in so doing-

he could impart moralvwisdom, either in his own= iée or tnrough,the

) _ ////'r
lesson$ implicit in his plot. And such-a narrator would also
undoubtedly. exhibit many of the conservative "Victorian" qualities e

outlined by Frierson. .
From this bewildering array of disparate characteristics emerge
~ some central differences between French’naturalistic and Victorian

realistic flctlon, to Wthh many of the other dlfferences may be

)

linked: One of these central dlfferences is outlined by Walter Allen

~ in The.EnglishnNovel From,188lvto_1914:

Moore remalns almost the only English Naturallst in the*
French sense. For the Naturalist theory stressed an
cattitude towards character endemic: to French novelists
but rare in English.. It was Flaubert who said: "Art is
not made to paint the exceptlons , and he added that the
characters most suited- to fiction were the "more general
because they were the more typical. This is not the. .
',Engllsh view, Wthh is implled in the very amblgulty of

T —— T
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the word ''character'" in our language. It may mean,
simply, an imaginary person invented by a novelist;

but it may also mean a person distinguished by odd
behaviour, an eccentric. We call a man of strongly
marked idiosyncracy a ''character”; ‘and English noveljsts
have always tended to see their imaginary persons as
eccentric persons; the two meanings constantly overlap.
The French, however, rarely see their .characters as
"characters". .. . . For the English, there is always

a tendency for character to be an end in itself, valu-
able in its own right; the French are interested in a
character as the instance of a general law or because a
general law may be deduced from it, . . .The theory
of Naturalism, with its preoccupation with the unexcep-
tional, the representative, relnforced ‘the French in
that inherited disposition. But it cut right across
the grain of the English; so that, between the mid-
eighties and 1914, while there is plenty of realism in
English flctlon there is llttle true Naturalism.9%

These differing notions of "character" are‘ﬁndoubtedly one of the.

issues on which the nétﬁralists énd thé'Victorian realists held"
widely differing opinions; Follow%ﬁg Flaubert, ﬁhe naturalists

(with Varying‘degrees of Success; as I shall show) attemptéd to put

. into ﬁréctice the belief that art was "not ﬁeaﬁt to depict exéeptions;f
Victorian‘novelisﬁsibelieyed ﬁbléuch thing. 'whéh they did aﬁtémpf-;o
writé'ﬁaturalistiﬁ novels in fhe ninecieé,‘for exampleé—ﬁ?vels,deaiing
with thg seamy side of 10wef4claSs éxiétencé—fthey invériébly'

" "individualized" théif_qhéracters (made "Cﬁaractérs"pbf them) :
’Morfison'slbicky Perrott and Lize#ﬁnt, Kiﬁling'F Badaiia‘ﬁerodsfbot
.and Maugham?é.Liza Kemp are ali idiosyhcratic and:génerélly fairly
klikgable @haracters Qith whom ﬁhe reédé;VCaﬁ égsily idén;ify. ‘Environ_
ment;Jrathér thaﬁ hereaity,‘is obviopsly.at féuit} we are givénythe'
distiﬁtt‘iméreséion tﬁat,théseféhéréctéfs_aré Qicibuéjbnly Becéuse-they

o
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‘Badalia or Dick Perrott). Frierson notes that

27

don't know any better and that (unlike Gervaise, for example) given

half a chance, they would be decent citizens. At the very least,

they are endowed with a remarkable enérgy and yitality (1ike Liza),

or more often, they have a kind of instinctive moral sense (like

W F

When /Dickens portrayed a thief, a rogue, or a gravedigger
resented him as an individual, an oddity, not a type. o
/ . What distinguished the portrayal of poverty and
‘ deprav1ty among the English followers of Zola during the
nineties, however, was that whole classes of people did
not differ materially from the individuals selected for
inspection.” A rogue was associated with other rogues,
with 4 great many rogues, and when they were put all
together they didn't look at all comical., Depravity was
still presented in a lively manner and the depraved were
"hardly conscious of their sins. But there is something
just a little bit ghastly in the good-humored delineation
of a social infection. Moreover poor people, not very much
unlike, were grouped together, and their social situation
was evaluated. So poverty was merely poor and degrading.
o e All this is not naturalism.

The common English complaint that the ndvels_of the French naturalists

"lacked humour," therefore, cah'aISO'be seen as connected. to this

2]

notion of '"character'": the only way of rendering the deleterious.

effects of heredity and environment on lowerclass characters in a humour-

% As Fursgwénd'

ous wéy is in>pfecisely the way that Frierson suggests.
Skrine point out, "In the last resort, the English writers remained

true to their own trédit&on of a realism spiced with humour and'keenly

‘aware of human oddities with only an occasional passing glance at

97

naturalism."
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GggnQy equated 'real&stlc' with 'Pornographic.!"”"" The two most

Quite predictably, the English notion of "character" extended to

the novelists themselves. Earlier in his book, Frierson remarks that

_""Naturalism, even a rather decorous naturalism, . . . was not

altogether successful in England because it necessitated that the
novelist be impersonal, or at least objective.. The naturalistic

novelist must hoid-aioof from his characters, and England did not see

" the necessity."98 The partisan omniscient narrator, who embodied all

of the characteriStics most integral to the Victorian novel, was not
}easily relinquished by Victorian readers. As I ﬁave poiqtéd ouﬁ,
Moore's lack of "character" in this respect did nothing to further
his reputatiSh as an English‘nOVelist.‘

The most common objection to nmaturalistic fiétioh raised_by
English readers and critics, however, seems to hgve had little to. do
wigh aﬁything so innocuous as character: French fictiéntwaé pfbnounced
"iﬁmbral‘f_ There are some interesting discrepgncies here, though.
Walter Alleq'concludes his account of F?eﬁchbaﬁdAEnglish notioﬁs of
"charactef"‘by saying'tha¢~"Pérﬁaéé this is to éay that whereas the
frenph’on the thle write as moralists the English write as
hu'moilrists‘.-"99 Surelybthis is @ét so, asanyVictorian critic would
confirm, ”moraiify"vbeing oﬁe of the chié%.vi;tues_di the Victdriaﬁ'

o \ : o
novel.

’Wha:, then, did the English mean when tbey.Cdndemngd Fre#ch
fictionkas "immoral"? The most'bBVious aAswer is;"hévinglﬁo;do‘with‘

. . : o . . ' P

sexual métters”——Harry'Lévin.puts it nicélY‘whenfhe says that "Mrs.

.-
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[l

obvious instances of this usage that spring to mind are Tennyson's

well-known lines about the "troughs of Zolaism'"—

-

-

Feed the budding rose of boyhood with the drainage of your sewer;
Send the drain into the fountain, lest the stream should issue pure.

Set the maiden fancies wallowing in the troughs of Zolaism,— 101
Forward, forward, ay and backward, downward, too, into the abysm

—and Miss Crawford's "mantling blush": "How can we expect the young
to escape from spring blights if that beautiful and natural guard

against them, the.sénse whjcth calls the mantling blush to the

cheek, is broken down by liferature that is wantonly pfurient?”loz-‘
Just how different the French attitude is can be seen in Zola's-blunt

<

statement that

Our French girls, whose training and educatlon are
deplorable .. . . are the product of this idiot literature
in which a young maiden is deemed the more noble the closer
sheis to being a well wound up méchanical doll. Oh,"
‘educate our girls, fashion them for us and for the llfe
they will have to lead, put them in touch as qulckly as
possible with the realities of existence; that will be an
excellent task. lO

~ But the'objection'was also wider than this. Whgn the=Viq;orian

reviewers accused Zola of '"wallowing iﬁ-filthg” "vice" or "bestialify,ﬁ
tt:y also had in mind his frank ahd detailed déscriptions‘df the '

physical squaldr.invwhich hischafactefé lived. A writer for the

Fortnightly Review in 1888 says that "the objection to the new French.
Eh i oL o ' R S
lmorality or immorality is not so much that it is immoral as‘that'it is

- so .utterly unamusing and unpleasant,'. 4 and a writer for Society the -
' : S T C Ci . ; s

R O



same year calls the new French realism "dirt and horror pure and

simple."105
In other words,‘almost,any-eandyd rendering of;either sexuality
or unpleasant thSical details——anY»emPhasis on man's "animal" nature:
as opposed to his "human" nature—was’ con31dered to be "immoral "
"disgusting and "sordid" Cand when I use the WOrd "sordid" in thei
following chapters I'will be using it in this context).~ English
‘writers had dealt with lower—class subjects before, but thev,had
vavoided "sordidiilé",by suffusing.such subjeets with humour or pathos : ,l - i,
(as Dickens did)‘or yith,pietyvand respectability (as Mréh Gaskell'did).v |
W. S. Lilly neatly summarized the reason for this dread of the'physieal

in "The New Naturalism," desbribing the "Naturalistic Evolution ‘as

(-]

"the banishing from life of all that gives it glory and honour the -

"f fact over princ1%}e, of mechanism,over imagination,"off"»- :-‘i

~

;5 dignified as rights, .over duties, of sensation over’ intel-,,

: the belly over - the heart, of fatalism over moral freedom, ofv“~
. . . . ! . . ' 106 : .
,aorce,over Justice,'in a word,'of matter‘over mind."H

.
RN
~ .

:éiven"all offthese accusations, then ‘whatfdoesbAllen'heanFWhen_;'jfi; il:ﬁ
;ys:that the_Frenoh on the whole write as moralists"° Ferdinand\\
,etiére,vwho"elosely studied the differences 1n~French and Englishh
f,ierature at the end of the nineteenth century,"answers this question1A
i"inctly in his cogent and inSightful article "On the Essential
‘:Charactetistic of French Literature The gre t aim of - French literef

e S g EI | “}:
ature, he Says, o ‘ . R L e
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is not to analyse states of the soul, or to represent
extraordinary 51tuat10ns, but to depict ' morals,_.and,
especially 'conditions." The good French novels mirror
society. . . . Neither exceptions nor singularities .
attracted fthe great French writers]. Their only wish
was to treat of man in general, or,; as we still say,
universal man, bound by the social ties of the human

race. . . . .The questions which qur writers discuss by
preference are concerned with the essential interests of
. social man. The: social’ 1nst1tution being for ‘them-the
most wonderful phenomenon in the world, all their thoughts
are directed towards it, and that is why the. expressigns.
of their ideas concerning ‘it cannot be indifferent
any one. . .-. The severest reproach French literatiure -
had to fear was that of eccentricity, for the simple\ .. "
reason that its pr1nc1pal aim was to perfect or reform
the social institution. ' '

. To the French novelists, then, "morality" had to do with man's soé¢ial-
. . . . 4’ . . . : . . "

(as opposed to his individual) conscience. The naturalists continued
‘this traditionm, supplementing it with the new notions of scientific
method. The accurate description and diagnosis of social corruption
-(an activity which, is hardly conduciye_to optimism' humour or happy
endlngs), they felt, was the primary task of the novelist as a
scientific observer'of human nature.. In "The Experimental Novel "
Zola states this moral purpose of the naturallstS‘very clearly:

[Thls is. what constltutes the. experimental novel th'possess
a knowledge of the mechanism of the’ phenomena inherent in
man, to show the machlnery of his intellectual . and sensory

.manifestatlons, under the influences of heredity and
env1ronment such as phy51ology shall give them to us, and
‘then flnally to exhibit ma ~living in social condltlons
:produced by-himself’, whicK ‘he modifles daily, and in the

. ‘heart of which he himself experlences a continual trans-

__formation. .. . We are, in a word, experimental: moralists, -
showing by ‘experiment in what way a passion 4cts in‘a . '

'certaln social condition. The day in which we gain control

_of. the ‘mechanism of" thls passion we can treat it and reduce S

1t, or at 1east make 1t as 1noffen51ve as p0551ble “And in’
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this consists the practical utility and high morality of-
our naturalistic works, which experiment on man, and whlch
dissect piece by piece this human machinery in order to. .
. set it going through the influence of the. environment. .
In this way we shall construct a practical sociblogy, and
- ouf work will be a help to political and economical
. sciences. I do not know . . . of a more noble .work.
To be the master of good and evil, to regulate life, to‘
regulate society, to solve in time ‘all the problems of
‘socialism, .above all, “to give justice a solid foundation
by solving through experiment the questlons of criminal-.
‘ity—is not this being the most useful and’ the mOSt moral
\Workers 1n the human workshop"108 ;

2

‘Brunetiére also sees that this discrepancy in the.avowed'mOral purpose htf

jo S

- of theitwo'literatures is directly.related to the discrepancy in the"
French and English notions of "character,' although he tends. to be

derogatory about the_English.notion:

A By comparison with French literature, -thus defined and
_-characterized, the English is an 1ndividualist liter-
“ature. . . . You will find that the. English only write in -

‘ "~ order- to experlence the éxterior sensation of their

. " individuality. Hence that'"humour,' which may be defined
as the expression of ‘the pleasure they feel in- giving vent
to their peculiar thoughts, often in a manner unexpected by

- themselves, Hence, too, the abundance, diversity, ‘and rich— :

--ness: of the1r lyric vein, since. individualism is its real
f,source, and an ode or elegy is. the: 1nvoluntary afflux, as it
’._were, and overflow of the innermost feelings in the PO
soul. . Hence, in a work the nature of Eh-~ ;
“tion. and their. sen31bllity " As if ‘a man's ca acity of
. representlng himself and his. feelings to: another man—as if
Ce e fantasy, truly so-called, which is, the most variable of -
e BT 1f facultles, constltuted the element of most permanent value.

R

b

Lo T e SR s ST
"Apart from this "humour;"_"abundance,"“"diversity"}and "richness," of :.

fcourse;ithé‘Victorian reader;also‘expected to.receivefindividual-mOral"ff'

: 1nstruct10n precepts that could be applled to h1s own character "’Thefp

ffklnd of moral 1nstruction the reader of a French novel could expect to

rE

9 “’3
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receive, on the other hand, as Brunetiere and Zola point out, had to
do with groups instead of individuals; he would have his social :
consciousnesé raised in regard to the lower orders of society and be.
nade ﬁo see in detail the "scientific" effects on human beings of

certain kinds of heredity and environment. Hence the frequent

complaint of English critics that naturalistic novels were

"pessimistic'"; there is no chance of a happy ending when the

characters' fates are determined by heredity and environment rather
[y j‘
than free will.

L« -
By a "Victorian" novel, then, ,LI.shall mean one in which the . R

characters are individuals rather than types; in which the technical
Qetails of the "milieu”.are clearly subordinate to the characters'
thoughts and actions; which avoids animalistic physical details which
are either sexual or.”sordid”; and which feaches a.moral lesson, all by
’ e

means of an omniscigpt narrator. . /

Moore's affinitieé with the English tradition aré more difficult
to discern than his affinities with the French tradition, mainly
becaﬁéé 6? his %vowed and insistent dislike of the English novgl. Much

. o . . o
of the latter was undoubtedly due to his ardent desﬂreﬁto appear to be
' {

a Frenchman. He claims in Confessions that '"An Englishman was at that

1110

time.as much out of my mental reach as an Esquimau would be now,
and he affected at one point to have "forgotten" English. The fact is §

that Moore's French was always, as Stevenson puts it, "more fluent than

11l and that he had a translator for the Frénch editions Sif

" e

accurate,"

"9

his novels.

o :,.-r.,,m-vuc;«-*“,;{! ) | ‘
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That Moore had read more widely in the English novel than he let
on is clear from Confessions; by 1888 he had at least read (or said
that he had read) James, Meredith, Hardy, Eliot, Miss Bradden and

Stevenson. What he objected to the most in the English novel, in

addition to its‘prudishA"respectability,' was its lack of form:

In contemporary English fiction I marvel, and I am
repeatedly_struck by the inability of writers, even of the
first-class, to make an organic whole of their stories.

. When improbability, which in these days does duty
for imagination, is mixed with the familiar aspects of
life, the result is inchoate and rhythmless folly, I mean

the regular and inevitable alternation and combination of
pa and ma, and dear Annie who lives at Clapham, with the
Mountaips of the Moon, and the secret of eternal life;
this vi lation of the first principles of art—that is to
say, of{the rhythm of feéling and proportion, is not
possiblg¢ in France.112

Moore also recognized that the English novel was in need of a new
: . ) , i
impetus: ’

The healthy school is played out in England; all that could
be said has been said; the successors gf Dickens, Thackeray,

and George Elipt have mo ideal, and consequently no language;

what can be, more pudding than the language of Mr. Hardy, and
he is typical of a dozen other writers, Mr. Besant, Mr.
Murray, Mr. Crawford? The reason of this heaviness of
thought and expression is that the avenues are closed, no
new subject matter is introduced, the language of English
fiction has therefore run stagnant. But if the realists
should catch favour in England -the English tongue may be
saved from dissolution, for with the new subjects they would
introduce, new forms of language would arise.ll3 '

LEY

Moore himself was to be a major force in helping the realists to
"catch favour" in England. It is my contention that in the three

srealistic novels of his early period we can observe Moore's most
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important impact on the form of the English novel: A Mummer's Wife is | :
almost pepfectl? naturalistic, A Drama in Muslin is almost perfectly
Victorian and Esther Waters is an almost perfect blend of these two
influences, resulting in a novel that is indubitably<?ore "modern"

thaP most ofher novels of its day. Graham Hough remarks that, "Whether
he knew it or not when writing [Esther Waters] Moore had one foot in
the Victorian ngvel while the other was taking a stride forward into
the t&entieth century."114 Marti;méeymour—Smifh agrees, saying that
""When Moore is read not simpiy as a naturalist, bug in the modern
context he demands, he is a much more rewarding writer."115 Along

witﬁ Henry James, then, Moore in his early period was one of the last
of the Victorian anq&the first of the modern Hbvelists. As such, he

is immensely iﬁteresting and worthy of careful study.

Not least in importance among the "modern'" elements of Moore's
realistic novels i; their feminism. Especially in light‘of its marked
contrast with the male "decadent" theme of the aesthetic novels of‘this
period, the "feminist" theme underlying A Mummer's Wife, A Drama'ih
Muslin and Esther Waterslis significant.‘ Moore's stagce in relation
to the."New Woman" fiction which was being written at the time is
tantalizingly ambigﬁous; Charles Burkhart asks, "What do feminists ’ S
make of. Moore? Esther ﬁaters i§ grist to the feminist mill: or is

116

oy . LG, . , . : .
ig?" and this is .one of the’'issues I will examine. In addition,

Lloyd Fernando points out that

Because his women characters cover the spectrum of English
society from working glass to upper middle class, they

A

L e
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\

represent as an ensemble the most comprehensive response
by an English novelist of the period to the issue of .
women's freedom. The limited success of their careers at
different levels stands as a corrective to feminist '
generalizations. . . . While at the lower and middle
levels his observation rings true, the limits of his own
abilities as a novelist became increasingly evident as he
moved to heroines higher in the social scale.ll7
As I shall show, this is true; of the 'three heroines Esther Waters is
probably the most successfully drawn, while Alice Barton is the least.
° - ' .
More importantly, Moore's insights into the feminine psyche and
predi&ament mark a trend toward the modern novel. Gail Cunningham
shrewdly remarks that "for this brief period at least [the eighties and
nineties] the emancipation of women and the emancipation of the. English
novel advanced together."

I have chosen to limit myself to Moore's\fealistic novels of his
early period because it seems to me that Esther Waters marks Moore's
greatest direct contribution to, as well as his break from, the main-
stream of the English novel. After that time he. experimented (someQ
times successfully, sometimes not) with the form of the novel until‘he
finally perfected his "melodic line," a successful but neglected attempt

. ¢ . . . ' .
to re-create the novel. As Joyce rightly remarked of it, "[Moore's]

, 3 . : . w119
new impulse has no kind of relation to the future of art.

That future, of course, had to ‘do ‘with James, Conrad and Lawrence, and
 with Woolf and Joyce himself in their development of the stream-of-
consciousness novel. That is not to say that Moore's later work did

not affect, the future of other genres, however—his Hail and Farewell

énd Theé Untilled Field certainly affected the course of fictional
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autobiography and the Irish short story, particularly Joyce's Portrait
and Dubliners—and, as Seymour-Smith observes, Moore in his later work
at least "deserves credit, which he has never had, for seeing as
clearly as any writer of his generation that the art of fiction
. . 120
needed to be developed along quite new lines.
Moore's endless revisions, as Richard Cave remarké, are a

recurrent problem for the Moore scholar. R. A. Gettmann poiﬁts out

| | ' - | 121 ’
that Moore revised all of. his novels except Mike Fletcher. . Jay
S - ¥ 122
Jernigan, who has also made a study of Moore's revisions, notes that
a total of twenty-five published textual versions exist of the eight
early novels. Jeérnigan groups these revisions into three phases: the .
minor technical and artistic revisions effected within a year or two

of publi¢ation,<the revisions during the 1890's which are concerned

mainly with thematic structure, and Moore's later rewriting.of all his
lnly . :

3

" work to conform to his "melodic line." A Modern Lover and A Drdma in
Muslin were revised so coﬁpletely that they were published under new
titles, Lewis Seymour and Some Women (1917) and Musliﬁ (1914). In this
thesis I Uég the early revised editions of A Mummer’svﬁife, A Drama in
_Muslin and Esther Waters. (1886, 1886 and 1899)¢‘ These early versions
are the most appropriate for my purpose because they represent most
clearly Moore'skconﬁection with the Victorian novel, which is importént - i
to ﬁy-étudy.‘ fhe latef veréions of thesefnovelsvare more streamiined-
and Vmoderhﬁ and lack the Victorian profusion of detail and multipli—:

-

city of plots of the earlier wversions. For instance, Jeffares complains

that Muslin, which omits both'the political theme and the religious-

l
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sexual theme of A Drama in Muslin, lacks the latter's "warts and all
' 12
picture of Ireland." 3
Another source of frustration to the Moore scholar is Moore's

patent lack of awareness of the relative merits of his own work.
Gettmann complains that "In sum, it is impossible to deduce from
Moore's prefaces a coherent, reasoned statement of the principles

. . L ‘ Co,124
which guided his revisions . . . . ," and Hough states baldly that
"He was incapable of what in any ordlnary ‘acceptation of the term

: 125 . . Soond:

would be. called thought." Certainly Moore's correspondéence
reveals that he believed each thing he wrote to be "the best thing
he had ever done'"; Fernando's observatlon that in Speaklng of Evelyn
Innes "Moore seems to have alternated between fear that he might have
produced a literary white élephant and elation that he had probably

. . _ . ‘ ‘

, . ) 126 , ,
written a truly great imaginative novel"" " is entirely typical. . The.
.only satisfactory solution to this confusion is the one posited by
Seymour—Smith: 'Moore himself lacked a satlsfactory crltlcal termlnology,
~and his work needs to be examined not in terms of his own varylng con-

’ ' \ : . 127
ceptions of it but in those of what it actually achieved. ‘

I shall approach Moore's thpee''realistic" fhovels w1th these """"
considerations in mind. I shall attempt‘td'jhdge each.of these novels
on its own merits and not merely as’tepresentative'ofxparticulat
"trends." As this will.require a more opeh attitude than a nartowly
formal study would permlt what I shall examine in these early works is

Moore' s novel technlque in the w1de sense, 1nclud1ng thematlc 1mp11ca—‘

tions. In this way I hope to assess these three novels both for
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[4 . . .
themselvés and for what they illustrate abou; the English novel at one

of the most exciting stages in its development. It is undoubtedly
; , o . _ v
‘Moore's later style that Ernest Baker and W. C. Frierson are thinking

of wheﬁ they rémark that Moore "stretch[ed] the capacities of fiction,
gnd [?daé]:more technical diécoveries on his own account than .

any Qtﬁer novelist of his time,.except Henry Jamés"lg8 and that his

‘ 129 butvI

"place in English literary history is that of an innovator,"

.
!

think that Moore's innovations began when he was still writing out of
the tradition of the conventional Victorian novel. It is these
innovations and this tradition that I wish to examine in A Mummer's

Wife, A Drama in Muslin and Esther Waters.

N

.y

’

i i v,




FOOTNOTES

Quoted in Joseph Hone, The Life of George Moore (London
Victor Gallancz, 1937), p. 373. '
2 Ibid., pp. 80-144, pp. 327-33.

3 Ibid., p. 205. ’

3

4 Arthur Symons, "Impressions”and Opinions," Academy, XXXIX (Mar.
21, 1891), 274.

Compton MacKenzie, Literature in My Time (London: Rich & Cowan,
1933), p. 216. . ‘ . :

6 W. B. Yeats, "Tﬁoughts on George Moore,'" The Man of Wax, ed.
Douglas A.;Hughes (New York: New York University Press, 1971), p. 42.

7 Shane Leslie, The End of a Chapter (London: Constable, 1916),
p. 185. ‘

iusan Diok,’ed.'Confessions of a Young man, by George Moore -
(Montre\l: McGill-Queen's University Press, 1972).

_\ionel Stevenson, ed. Esther Waters, by George Moore'(Boston:
Houghton\Mifflin, 1963). '
0 | o
John Denny Fisher, "Evelyn Innes and Sister Teresa by George
Moore: A Variorum Edition," Ph.D. Thesis, University of Illinois, 1963.

11 John D. Cooke and Lionel Stevenson, English Literature of the
Victorian‘?eriod (New York: Appleton-Century-Crofts, 1949), p. 324.

2 Martln Seymour—Smlth ."Rediscovering George Moore Encounter

1970, 58. \

13 Moore\inv1ted Morgan to be his blographer and named h1m -as

such in his w1ll When Moore died, Lady Cunard refused Morgan per-
mission to use the letters Moore had written to her, whereupon Morgan
abandoned the blography See Charles Morgan, Epltaph on George

,Moore (London Macmillan, 1935), pp. 2-4.

-
\ ' ' ‘



41

lA‘Ibid., p. 2.

N

15 Enid Starkie, From Gautler to Eliot: The Influence of France
on English Literature 1851-1939 (London: Hutchinson, 1971), p. 73.

Moore, Confessions, pp. 94-95.
7'Quot:ed in Hone, The Life of George Moore, p. 101.

George Moore, "A Curious Book," St. James's Gazette, Sept. 2,
1884, 6.

19'Moore, Confessions, pp. 165—66,

0 Reprinted?;;\azg;gé\Moore, Impressions and Opinions (London:

T. Werner Laurie, 1913), p. 45.
&

! Malcolm Brown, George Moore: A Reconsideration (Seattle:
University of Washington Press, 195%), p. 103.

2 Moore, Confessions, p. 110. Arthur Symons was just as scath-
‘ing as Moore in his remarks about Zola, and for the same reasons:
"Zola . . . never finds just the right word, and it is his persistent
fumbling for it which produces these miles of descriptibn; four pages
describing how two people went upstairs, from the ground-floor to the
" sixth story, and then two pages afterwards to describe how they came
downstairs again. . . . My main contention is that Zola's general use of
words is . . . somewhat ineffectual.  He tries to do what Flaubert
did, without Flaubert's tools. ." Arthur Symons, Studies in Two
Literatures (London: Leonard Smithers, 1897), pp. 206-07.

L4

3 George Moore, "Pxeface," Poor Folk, by Fedor D03t01evsky, trans.

Lena Milman (London: Elkin Mathews and John Lane, 1894), p. xvi.
\ ,
24

Starkie, From Gautier to gliot, p. 73.

25 See Harry'Levin, The Gates of Horn: A Study of Five French
Realists (New York:-Oxford University Press, 1963).

26 Graham Hough, "George Moore and the Nineties," Image. and
Experience: Studies Iin a Literary Revolutlon (London Gerald Duckworth
. 1960), p. 184,

21 pid., pp. 194-95.

"

2

8 Geralnt Goodwin reports ‘that Moore said, "I left France to
found the aesthetic noyel in English'" (Conversations with George
Moore [London: Ernest Benn, 1929], p. 87), but, as Susan, Dick points




42

%
out, "By 'aesthetic novel,' Moore meant a novel free from moral
lessogs and reflective of the true spirit of the age it ~grew out of"
(Confessions, p. 6).

Quoted in J.H., "George Moore: The Making of a erter,” Times
Literary Supplement, 29 Feb., 1952, 149.

Richard Ellmann, James_Jogce (New York: Oxford University
Press, 1965), p. 260.

1 Richard Cave, A Study of the Novels of Gedbrge Moore (Gerrards
Cross: Colin Smythe, 1978), p. 119.

Peter Ure, 'George Moore as Historian of Consciences," The Man
of Wax, p. 90. '

Moore; Confessions, p. 255 n. 10.

"For years it seemed to me impossible that women could love
men. Women seemed to me so beautiful and desirable—men so ugly,
almost revolting. Could they touch us without revulsion of feeling,
could they really desire us? I was absorbed in the life of woman—*
the mystery of petticoats, so different from the staidness of
‘trousers! the rolls of hair entwined with so much art, and suggesting
so much colour and perfume, so different :from the bare crop; the
unnaturalness of the waist 1in stays! plentitude and slenderness of
silk, so different from the stupidity of a, black tail-coat; rose feet
‘passing under the triple ruches of rose, so different from the broad
foot of the male. My love for the life of women was a life within my _
life; and oh, how strangely secluded and veiled! A world of calm
colour with phantoms moving, floating'past and changing in dim
light—an averted face with abundant hair, the gleam of a perfect bust
or the poise of a neck turning slowly round, the gaze of deep trans— _
lucid eyes. I loved women too much to give myself wholly to one.
Moore, Confessibns, p. 220.

> Susan Mitchell, George Moore (London: Maunsel, 1916)., p. 46.
Andrew Lang, "Realism and Romance," Contempofary Review, Nov.
1887, 688. : ' :
» 37William C. Frierson, The English Novel in Transition 1885-1940
(Norman: University'of Oklahoma Press, 1942), p. 65.

38 A. Norman Jeffares, George Moore (London: F. Mlldner & Sons,
,1965),p 17. . : - 1

39 John Freeman, A Portrait of George Moore in a Studg of hlS
Work (Logdon: T. Werner Laurie, 1922), p. 92.



43

' Peter Ure, "George Moore as Historian of Consciences," The Map
of wax, p. 100. . _ : >

lCha;:les Morgan, '"George Moore: A Centenary Appreciation," The

‘Listener, Feb. 28, 1952, 349.

émile Zola, Le Roman Expérimental (Paris: Bibliotheéque-

Charpentier, 1923), p. 111.

3 Ruth Zabriskie Temple, The Critic's Alchemy (New York: Twayne
Publishers, 1953), P 232, : ‘

Moore, Confessions, p. 49.

“ Ibid., p. 129.

46 W. Jackson Bate, The Burden of the/Past and the Engllsh Poet
(Cambrldge, Mass: Harvard UnlverSlty PreSs 1970), p. 95.

K

7 Harold Bloom, The Anxiety of Influence A Theofy of Poetry

: (New York: Oxford University Press, 1973).

4 . .
8 Ibid., p. 27. - S .
4 : , o | |
. Moore, Confessions, p. 101. y
sgéa* :

This is the assertion Zola makes to Moore as Moore reports

it in Impressions and Opinions, p. 72. Huysmans records that Zola
rebuked him for his defection from naturalism in a similar way:

"Zola . . . went onrepeating . . . the one phrase: 'I cannot allow
that a man may change his ways of" worklng and his view of art; I cannot
allow that he may burn what he once adored'" (”Preface "o Rebours
[New York Illustrated Editions, 1931], p. 68).

Symons, Studies in Two Literatures, p. viii.

52 . : o ‘
Jean C. Noel, George Moore: 1'homme et 1'oceuvre (1852-1933) v
Paris: Marcel Didier, 1966), p. 81l. , .

5 ‘ o -
3 Bloom, The Anxiety of Influence , p. 30.

"Quoted in Stephen Ullman Style in the French Novel (Cambrldge
Cambridge Univeailty Press, 1957)l p. 2. _ :
. D ) . ]
See Goodwin, Conversations with George Moore, p. 132, and
George Moore, Pure Poetry: An Anthology (London Nonesuch Press
1924), PP- 51— 52.

56 ) L o oy g
Coodw1n, Conversatlons w;fh George Moore, pp. 16-17.




44

e B. Yeats, The Autobiography of William Butler Yeats (New
-glan 1938), p. 383.

Yo;
:1lton Chalkln, ”George Moore's A Mummer's Wife and Zola
;rature comparée, XXXI (Jan.-Mar, 1957) 85-88..

‘, George Moore, p. 90.

fe, for example, Mlldred Adams, "The Apprentlceshlp of George'
Ph.D. Thesis, Columbia University, 1960; Mllton Chaikin,

F Early F1ct10n " George Moore's Mind and Art, ed, Graham'
:'knJYork Barnes & Noble, 1970), pp. 21-44; A. J. Farmer, Le
ent esthethue et ”decadent" en Angleterre (ParLs lerairie
hne Hoporé Champion, 1931);: Walter Ferguson, The Influence of
Jert on George Moore (Philadelphiar Unlver51ty of Pennsylvanla
s, 1934) ‘

61

"George’

Charles Burkhart, "George Moore and his CrlthS," English
Jture in Transition, XX, &4 (1977) 200

-

W. C. Frlerson, "George Moore Compromised with the Vlctorlans
of Wax, p. 75.

Walter Allen \The English Novel: A Short

Critical History
(Harmondsworth Penguln Books, 1954), P. 295

-

uurkhart "George Moore and hlS Crltlcs,” 199

in

66

vSeedMoore,'Confessions,-pp.-157~59.
67 Starkie, From Gautler to Eliot, p 80,
68

. Hough, ”George Moore and the Nlnetles " Image and Experlence,
p. 196, A :

Chaikin, "George Moore's Early Fiction," George Moore's Mind

- and Art,‘p. 24, B o ST T ' '
70 ' °
: ‘For a detalled account of French reallsm see Lev1n The Gates.
of Horn : -

' 71 ’ o _

See" Edward Stone, ed s What was Naturallsm9 Materlals for an ‘
Answer (New York: Appleton—Century-Crofts, 1959) Lyall H. Powérs,
Henry James and the Naturalist Movement (Mlchlgan State Unlver81ty
Press, 1971) Ch. I, and Levln The Gates of Horn, Chs I.and II..




45

2 Starkie, for example, says that "A navel by Zola, Thérése
Raquin, published in 1868, marks the next important date in the
history of the realist novel, for, with it, Naturalism begins in
‘France" (From‘Gautier to Eliot, p. 66). o _ A -
_ *& See Roland Stromberg, Romant1c15m, Naturalism, and Symbolism:
-Modes of Thought and Expression in Europe, 1848-1914 (New York: Walker,
1968), p. 69, and Powers, Henry James and the Naturalist Movement, p.
18. ; -

: ‘Gustave Flaubert, Oeuvres Completes, Correspondance (Paris:
Louis Conard, 1926- 33), IV, 164-65, quoted in George J. Becker, ed.
Documents of Modern therarg Realism - (Prlnceton Princeton ! .
University Press, 1963), p. 94. "

75 Ibid. V, 253, quoted in Becker, p. 95.

76 Martin Turnell, "Introduction," Germinie, by Edmond and Jules
de Goncourt (New York: Greenwood Press, 1969), p. viii.
’ /" . - .

7 Emile Zola, "Preface," Thérése Raquin, trans ‘L. W. Tancock
‘(Harmondsworth Penguin Books, 1962), pp. 22-23. A 51milar attitude
is expressed:in the Goncourts' Preface to Germinie Lacerteux, whlch

they refer to as "the clinic of love. . . . We asked ourselves
whether what are called the lower orders" “had no claim upon the
Novel: . . . At the presdqt time ... . when the Novel has undertaken

" the studies and duties of scdnce, it is able to claim the liberties -
and immunities of the latter erminie Lacerteux, trans. [London:
W. ,W Gibbings,’ 1892], pp.. v=vii ‘ o e ‘

78 Malcolm- Elw1n (01d- Gods . Falllng [Londonv Collins Publishers,
1939}, p. 62) and Lewis F. Haines ("Reade, Mill, and Zola: A Study
oY the Character and Intention of Charles Reade's Realistic Method,"
Studies in Phllology, XL.[Jan. 1943] 463-81) both suggest that Reade'
“is the earllest English naturalistic novelist.: However, as Frlerson -
remarks, "Reade 13 much closer. to,Q}ckens than .to Zola and the other_

‘documentors. . . " [He] possesses every vice . . . attributed to the
Victorian. novel He ‘is a- slave t Elot formulas dependlng upon
‘coincidences and extraordlnary happenlngs . . . -His tendency to'r
sentimentalize and idealize the commonplace ig . ." . pronounced.

(The Engllsh Novel in Tran51tlon, P- lO)

Ferdlnand Brunetlere in 1881 clalmed that "George Ellot
raised the flag of" naturalism-in England a good twenty-five years"
- ago'" (Le ‘Roman naturaliste, ‘Paris, 1893, p. 222, quoted in Powers,
- Henrg James and thetNatufélist Movement P 13) p

80 | ‘ |
~-Enid Starkle (From Gautier to Ellot p 68) cites. James as -
‘the other "ambassador" (apart: from Moore) of theé naturallsts in
England, but, whlle James admlred ‘the naturallsts ser1ousness and '



46

honesty," he disliked "their ferocious pessimism and their handling
of unclean things' (from a"letter to William Dean Howells, quoted in
Clarence R Decker, The Victorian Consczence [New York: Twayne s
Publlshers, 19521, p. 89). : C '

1 Engllsh therature in Tran31tlon XVII 3 (1974), 201 22

3

82‘Hough"uce0rge-Moore and the Nineties," Image andvExperlenoe;~
p. 184. o A ' o
Moore,'Confessions p. 85. ' L R e . ;"'
84 '

Holbrook Jackson The Elghteen Nineties: A Review of Art and
Ideas at the. Close of the Nlneteenth Century (New York Capricorn
Books, 1966) PP.. 63- 64 | :

> . Moore, Confe551ons, P 149
Frierson, The Engllsh Novel 1n Tran51tion, p 36 _,';_ 51
87 "It is the curious paradox of V1ctor1anism that the great

Victorians were ‘strenuously antl—Victorlan and that the; period they
created, particularly in literature, was one of ... . vigorous -

protest—protest agalnst materialism and complacency, against aesthetlc o

and moral blindness" (Decker,. The Victorian Conscience, p. 11).
"The later novelists . . . were- writing in some cense against
their age; they were critical, even hostile,. to its dominant :
assumptions" (Allen, The- English ‘Novel , p 139) -

Lionel Stevenson "The Rationale of Vlctorian F1ction, B

LNlneteenth Centurg Flctlon XXVII (1973), 396-97.
11

E S 89 Anthony Trollope "NQVel Readelg,,v Nlneteenth1Centurg,
v (Jan. 1879), 32, o e

Stevenson, "The Ratlonale of V1ctor1an Fiction," 396

{Methuen 1971), p 524 : SR ,

o

1,
“Lilian R. Furst and Peter N Skriae, Naturallsm (Lpndon

Stevenson,."The Ratlonale of Victorla&’Fictlon," 396

8 _ R

. 9 ‘» ) ) v = . ".' B
: 3 J. HllllS Miller, The Form of Vlctorian F_ ion:frbackerag,,'
. George Eliot, Meredlth, and Hardy (Notre Dame Uni®drsity of Notre

, Dame Press, 1968), *63 : : B ’ : :

94”Allen, The»Engllsthovel, p.”298.;

SﬁFtierson;.The'English'Novel,in'Transition,,pp;.85486;

g

R SR

S



47

6 Baudelaire sensed very early (in Le Portefeuille, 8 July, 1855)
the salient differences in the English and the French notions of humour.
He classifies the comic into the "absolute" (grotesque) and "ordinary"
(significative) varietiesy, and explains that "In France, the land of
lucid thought and demonstration, where the natural and direct aim of
art is utility, we generally find the significative type. . . . But
since at the root of. our character there is an aversion for all
extremes, and since one of the symptoms of every emotion, every
science and every art in France is an avoidance of the excessive, the
absolute and the profound, there is consequently but little of the '
savage variety to be found in this country.:. . ." ("On the Essence
of Laughter," The Painter of Modern Life and other Essays, trans.

Jonathan Mayne [London: Phaidon Press, 19643, pp. 158-59). The English

variety of humour, on the other hand, is to Baudelaire grotesque:
"To find true comic savagery . . . you have to cross the Channel and
visit the foggy realms of spleen" (Ibid., p. 159). He goes on to
illustrate this point by describing the first English pantomime he

-

 saw, which seemed to him 'violent": "The English Pierrot swept upon

us like a hurficane, fell down like a sack of coals, and when he - :
laughed his laughter made the auditorium quake; his laugh was like
a joyful clap of thunder. . . . And everything else in this singular
piece was expressed in the same way, with passionate gusto; it was

the dizzy height of hyperbole" (Ibid., pp. 160-61). This lack of
subtlety that Baudelaire perceives in English humour, which has to do
with laughter for its own sake as opposed to laughter for "utility,"
seems closely allied to the English love of idiosyncrasy for its own
sake in the creation of character. : .

3

Furst and Skrine, Naturalism, p. 33.

Frierson, The English Novel in Transition, p. xiii.
99 .
Allen, The English Novel, p. 298.

0 .
Levin, The Gates of Horn, p. 75.

101
0 Alfred Tennyson, "Locksley Hall Sixty Years After."

lOzEmilyCrawford, "Emile Zola," Contemporary Review, LV (Jan.
1889), 113. These and other vituperative 'moral" attacks on natural-
ism by Victorian critics are well documented by Decker in The Victorian
Conscience.

103 ¢ '
Emile Zola, "De 1la morallte dans la lltterature,” Oeuvres,

" XXVI, 316, quoted in Powers, Henry James and the Naturalist Movement,

p. 21.

104 '
George Saintsbury, "The Present State of the Novel," II, Fort-
nightly Review, XLIX (Jan. 1888) 120-21,

~



105 Society, April 21, 1888, quoted in The National Vigilance
Association, "Pernicious Literature,' Documents of Modern Literary
Realism, p. 354. '

: 106 W. S. Lilly, "The New Naturalism,
(Aug. 1885), p. 241.

1O7Ferdinand Brunetiere, "On the Essential Characteristic of
French Literature,'" Fortnightly Review, July-Dec. 1892, 530, 532,
535-36.

108 Emile Zola, "ThefExperimental Novel," The Experimental Novel
and Other Essays, trans. Belle M. Sherman (New York: Haskell House,
1964), pp. 20-21, 25-26.

"

Fortnightly Review, XLIV

109 Brunetiére, "On the Essential Characteric of French
Literature,'" 537. - ' \

110 Moore, Confessions, p. 130.

111

Lionel Stevenson, '"George Moore: Romantic, Naturalist,
Aesthete," Etudes Anglaises, XXI, 4 (Sept. 1968), 364. This is
apparent in Moore's letters to Dujardin, in which he constantly
worries about his French. See John Eglinton, ed., Letters from
George Moore to Ed. Dujardin 1886-1922 (New York: Crosby Gaige, 1929).

llz_Moore, Confessions, pp. 157-59.

U3 1pid., pp. 172-73.

114 Graham Hough, "Introduction," Esther Waters (London: Oxford
University Press, 1964), p. v.

115

Martin Seymour-Smith, '"Rediscovering George Moore,"
Encounter, XXXV, 6 (Dec. 1970), 66. o

116 Burkhart, "George Moore and his Critics,: 202,

117 Lloyd Fernando, "New Women" in the Lats Victorian Novel
(University Park: The Pennsylvania State University Press, 1977),
p. 87. '

118 Gail Cunningham, The New Woman and the Victorian Novel
(London: The MacMillan Press, 1978), p. 3.

119 James Joyce, "The Day of the Rabblement,'" Two Essays
(Minneapolis: McCosh's Book Store, 1957-—reprint of 1901 edition),
. 17.



49

120 Seymour-Smith, "Rediscovering George Moore," 60.

v

121 Royal A. Gettmann, '"George Moofe's Revisions of The Lake,
The wWild Goose, and.Esther Waters," PMLA,LIX (June 1944), S41.

2
122 Jay Jernigan, 'George Moore's 'Re-Tying of Bows': A Critical
Study of the Eight Early Novels and Their Revisions," Ph.D. Thesis;

Kansas State University, 1966.
123 : o : N
A. Norman Jeffares, "A Drama.in Muslin, George Moore's
Mind and Art, p. 19.
124

Gettman, "George Moore's Revisions," 544.
1"

125
p. 186.

Hough, '"George Moore and the Nineties, JImage and Experience,
126 " . . .
Fernando, "New Women" in the Late Victorian Novel, p. 102.

2
127 Seymour-Smith, "Rediscovering George Moore," 58.

2' .
L 3 Ernest A. Baker, The History of the English Novel: The Day
Before Yesterday (London: H. F. & G. Witherby, 1938), p. 201.

2 L
1 9_Frierson, The English Novel in Transition, p. 84.



CHAPTER 11

S

A MUMMER'S WIFE ..

I invented adultery, which didn't exist in the
English novel till I began writing.

George Moore in a recorded conversation in the
unpublished notes of Mr. Barrett H. Clarkl

50



others. Briefly, after Smith's and Mudie's banned 4 Modern Lover&

affordable price (ten shillings). Other novelists and publishers

51

1. Béckground

When A Mummer's Wife appeared in 1885, any critical acclaim it
received was 1argély in the form of backhanded compliments. The
Athenaeum somewhat acidly remarked that "It‘js on Fhe whole remgfkably
free from the element of uncleanness,"2 the Saturday Review commented
that "In A& Mummer's Wife [Moore] attempts to be as offensive as’the
ééster [Zola] himself. . . . But . . . Mr. Moore.ié,only curious and
disgusting”3 and Berna?SBShaw, when told that Moore haq written a
wonderful new naturalistic novel, is reported to have said, ”Nonsense!
But' I know George Moore. He couldn't possibly wfite a real book."4

‘Moore's second novel remains largely unnoticed and unappreciated.
Most readers who are familiar with it will.probably have heard of it
in connection with the demise of the Victorian three—voluﬁe novel,

a literary event of some ihportance in the late nineteenth century.

Moore's part in the debate over the censorship of the lending libraries

is outlined by W. C. Frierson, Clarence Decker and Joseph Hone, épong

|
|

Moope persuaded Henry Vizetelly to publish A Mummer's Wife in a ch&ap
one-volume edition and to make it available to the public at an \\
followed suit, breaking Smith's and Mudie's monopoly. .The controversy
centred on the "French" (sexually explicit) nature of the novel;

Moore repiied to this charge in his vituperative pamphlet Literature

at Nurse, Or Circulating Morals, in which he scathingly attacked the

\

\
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emasculatory function of the libraries: o

Instead of being allowed to flght with and amid, the
choughts and asplratlons of men, literature is now rocked
“to an ignoble res: in the motherly arms of the librarian.
That of which he approves is fed with gold; that from
which he turns the breast dies like a vagrant's child;
while in and out of his voluminous skirts run a motley

and monstrous progeny, a callow, a whining, a puking

brood of bastard bantlings, a race of Aztecs that dis-
grace the intelligence of the English nation. Into this
nursery none can enter except in baby clothes; and the
task of discriminating between a divided skirt and a pair
of trousers is performed by the librarian. Deftly his
fingers lift skirt and under-skirt, and if the examination
prove satisfaétory the sometimes decently attired dolls
are packed in tin-cornered boxes, and scattered through
every drawing-room in the kingdom, to be in rocking-chairs
fingered and fondled by the "young person" until she longs
for some newer fashion in literary frills and furbelows. _
Mudie is the law we labour after: the suffrage of young
women we are supposed to gain: the paradise of the English
novelist is in the school-room: he is read there or
nowhere. And yet it is certain that never in any age or
country have writers been asked to write under such- ;

restricted conditions; if the same test by which modern

writers are judged were applied to their forefathers,
three-fourths of the contents of our libraries would have
to be condemned as immoral publications. . . . Let us _°
renounce. the effort to reconc1le these two irreconcilable
things—art and young glrls.6

By this time other novelists as well were echoing Thackeray's

complaint that "Since the author of Tom Jones was buried, no writer of

[

fiction among us has been permitted to depict to his utmost power a MAN.

We must drape him, and give him a certain conventional simper. Society
. / E .

will not tolerate the Natural in our Art."  Even Henry James protested

\

in.1880 thdt "Half of life is a sealed book to young unmarried ladies,

and how can a novel be worth anything that deals with only half of

¥
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life? . . . Our English system is a good thing for virgins and boys,

and a bad thing for the novel itself. ."8' , i

oA e

A Mummer's Wife was i@portant for more than the part.it played
in this controversy, however. In his Foreword to the 1966 Liveright
edition of the no&el, Walter Miller asserts that 'Just as 1492 connotes %
the opening of the New World, so 1885 signifies the beginning of moéern
English‘literature. One of the main reasons is that A Mummer's Wife
. was>published in that year; With this experimgnpal novel, George

Moore idtroduced F;ench naturalist technique§fintb English fiction,
dealt a ﬁelling blow £§ Victdrian desthetics, got up momentum for other :
experiments that helped shape tpgay's art;bandAsecured'for himself a !
permanent place among our leadingiinovelists."9 While these claims for
the novel's importénce may be slightly extravagant (it was Esther Waters,
if any novel, which secured Moore his "place" among English novelists) ,
othef crities have agféed that in some sense A Mummer's Wife is the
'firsf, and possibly the only, naturalistic novel ever written in
English.io |

Certainly in 1885, despite his enthusiastic review of the,
symbo%iSt A Rebours in 1884, Moore was still an avaéd disciple of
Zola, to whom he had been introduced by.-Manet at a L’Assommoir ball (to
which Moore went:dfessed as Coupéau) iﬁ 1890. His laudatdry preface to
;he'English edition of Pot-géuiile appearéd.in the’ same year as A
Mummgi's Wife, and when he was writing his own novél, according‘to Hone,
he wrote to Zola with high expec;ations: "If.I»suéceed, as I expect, .

in digging a dagger into the heart of the sentiﬁeﬁtal school, I shall
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have hopes of bringing about a change in théﬁiitérature of my countf§——
of being in fact Zola's offshoot in Eﬁgland (d'étre enfin un ricocher
de Zola en Angleterre).";l Moore did not quite succeed in these
ambitious aims, or at least not immediately—as I pointe¢ out in
Chaptef I, not even the cqnsiderably modified "English'" version of
naturalism became popular ih England until the 1890's,——butvﬁe
| certainly helped to léy the groundwork for new freedom of expression
in the English novel.

The question of influence is particularlY'insﬁructive in regard
to A Mummer's Wife. Co;temporary as well as modern critics have
tended to see it as a "French' rather than an "English" novel; Heﬁry
Jahes said:that it seemed to.be "fhought in French and ihadeqyatel&
translated,hlg and Stuarﬁ Sherman called it "a kind of English 'trans- ~
position' of Madame Bovary, flavored with a handful of‘spﬁeﬁhing of

Zola's."13 Milton Chaikin (who reduces it to "very many bits'éulled

from . . . Zolé's novels") calls .A Mummer's wife "a boék writtgn
aécording to a-formlila,"%4 and Do;glas Hughes likewise sees Moore
‘”loosely‘following Zola's fictional formula"15 in his second novel.
Perhaps most tellingly, Zola himself seems to providé indispﬂ;able
evidence that Moore followed the naturalistic formula in the coﬁposition_

of A Mummer's Wife.  In-'"Du roman" he outlines the following case:

3

Suppose . that one of our naturalistic novelists wishes
to write a novel on theatrical 1life. He sets out with
this general idea, without having as yet a single fact
or a single character. His first care is to gather
together in his notes all that he knows:of this world
which he wishes to depict. He has known such and such

-
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an actor, he has witnessed such and such a play. Here

are data already, the best, for they have ripened within . - e ;
himself. Then he will set about the business, he will : |
get the men who are the best informed on the subject ' i
talking, he W§il collect their expressions, their stories, E
and their portraits. That is not all; he then turns to ‘
written documents, reading up all that he thinks will be

of the slightest service to him. Finally he visits the

places, lives a few days in the theatre.lb

As Jean C. Noel points out, '"Ne dirait-on pas qd@wc'est lui [Moore]
que Zola-avéﬂt décrit"l7 in this passage.

This account parallels almost exactly Modre's description in A
Communication tg My Friends of his research for A Mummer's Wife.

After Vizetelly advised him to document an ugly town, "the uglier the
better," for the setting of his next novel, Moore set out to gather
.i?formation. He chose Hanley (later adopted by Argéid Bennett as the
setting for his novels of the Five_Towns), in addition to a theatrical
‘milieu. Notebook in hand, in true Zolaesque fashipn, Moére went tour-
ing with the second company of Le;lCloches'de Corneviile, :fsiting
Hanley as well as other factory towns.

The naturalism of A Mummer's Wife—undoubtedly its most interest-
ing and significant quality—will figure largely in my analysis of the
novel in the follov;}ing chapter. I shall argue that A Mummer's Wife
is ﬁo mere French cépy; that Moore modified the naturalistic fofﬁnié
in this novel in ways that are more subt%e and complex tﬁan has
generaily been supposed; and that he wrote an amazingly strong ndvel

" in the process; a novel which even more than A Drama in Muslin and

Esther Waters has been overlooked by literary historians. In fact, .
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Moore's modifications of the naturalistic formula constituted

improvements on it, resulting in a kind of enhénced realisﬁ. Millé?v
speaks of Moore "surpass[ingj'the requireménts of naturalism, without
" in any way.violéting them,"lg'and William Newton asserts that "it is
quité possible to find in hisQnovelS‘up through Esther Waters almoE®
every trait of naturalism, frequently in purer form than in the pages

19 I shall attempt to.show in what sense

of the master [Zola] himself."
these assertions are true of A Mummer's Wife,‘and how in this gupposed
"copy" of French natﬁralistic novels Moore added something imgensely
vital to the Engiish novel of the time.

The two novels generally acknowledged as the French sources for:
A Mummer's Wife pfovidg a good starting point for my studyf ‘Douglaé
Hughes speaks confidently of "its obvious debt to:Zola's-L'Assomméir
and Flaubert’; Madame'Bovary,”20 and Ishall deal with the latter
influence first, as it is.the more significant. In an article
entitled "Flaubert,‘Miss Braddon, and George Moore," C. Heywooa iﬁ
1960 argued that Mary Elizabeth Braddon's The Doctor'é Wife (1864) was
nqt only "the eérliest borrowing from Flaubert in English literature"
but also "a major source of A Mummer's Wife.”zl hThough‘Moore was

familiar with Flaubert's novel by this date," says Heywood,

"several aspects of his own novel which have till now been ‘taken as

22

borrowings from Flaubert derive in fact from Miss Braddon."™" 'This
article is extremely interesting, not because of the accuracy Qf‘-

Heywood's claims, but because it points'to,a novel which is in fact

what Sherman accused A Mummer's Wife of being: an English

Al
9
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"transposition'" of Madame Bovary. As'such, The chtor;s Wif% provides
an‘excellent point of reference for a s;gdy of the naturalism of A
Mdmﬁer's Wife; if Isabel Sleaford (Miss Braddon's heroine) is fan
Enélish Emma Bovary, what is Kate Ede? The distance between Fladbert's
novel and Miss Braddon's is a convenient gauge for measuring the extent
to which A Mummér's wife achieves a complex trahsference of the

principles of one conception- of the novel into the traditions of
#
K 14

another.

To begin with, it is certain that Moore read The Doctor's Wife, to
) ‘ . 1] : ‘ . n23 .
which he refers in avowals as "a derivative Madame Bovary. In
addition, as Heywood points out, Kate's favourite novel, the "one story
. ‘that . . . caused her deeper emotions than perhaps even the others had

X IIZIA . v’ ’ | ."‘ 2 ' .

done bears a much closer resemblancé to The Doctor's Wife than to

Flaubert's novél:

!

It concerned a beautifuyl young woman with a. lovely oval face,
who was married to a very tiresome country doctor. This
lady was in the habit of reading Byron and Shelley in a
rich, sweet-scented meadow, down by the river which flowed'
dreamily through smiling pasture-laggs adorned by spreading
trees. But this meadow belonged to'¥ young squire, a
superb man with grand, broad shoulders, who day after day
used to watch these readings by the river, without, how-
ever, venturing to address a word to the fair trespasser.
One day, however, he was startled by a shriek; in her
‘poetical dreamings the lady had slipped into the water. A .
moment sufficed to tear off his coat, and as he swam llke a
water-dog, he had no dlfflculty in rescuing her. After
this adventure he had, of course, to call and inquire, and
from henceforth his visits grew more and more frequent,
and by a strange coincidence, he . used generally to come
riding up to the hall-door when the husband was away curing
the ills of the country folk. Hours never to be forgotten
were passed under the trees by the river, he pleadlng his
cause, and she refusing to leave poor Arthur—he was too,
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good a fellow. Heart-broken, at last the squire gave up
the pursuit, and went to forelgn parts, where he waited
thirty years until he heard Arthur was dead. Then he
came back with a light heart to his first and only kove,
who had never ceased.to think of him, and lived w1th her
happily forever afterwards. (38-39)

This—more or less—outlines the plot of The‘boctor’s Wife, with the
exception of Moore's fanciful additions of the lady'S‘fall into the
. -{, ._,r/ ' N )

water and the happily-eyer-after ending.

‘The plot of -the real Doctor’s Wife, however, is just as melo-~

-dramatic as Moore's version. It begins, like Madame Bovary, with a
, ; P

rather foolish young heroine who satisfies her vague romantic yearnings

2

by reading novels, Like Emma, Isabel Sleaford marries a kind but dull

young country doctor, with whom she is increasingly bored and dls-
satisfied. Also like Emma, Isabel is attracted to’ someone outside
the marrlage (the young neighbouring squire returned from abro%d

Roland Lansdell)——but there the slmllarlty ends. As soon as Roland

- proposes to Isabel that they run away together, the novel turns into

a conventlonal and predlctable Victorian melodrama Isabel renpunces
L

him and. resolves to be ' good ; he. plnes mlserably for her her black~ o

guard father haunts the neighbourhood asklng for money and threatenlng

i
g7
e

AT

to kill Roland who once testlfied against him' Isabel s husband

-

'catches a fever from h1s country patlents, Roland is fatally assaulted

by Isabel' s father, and Both .men die nobly w1th1n a few days of each

other, and Isabel is left in the end sadder but wiser, and d01ng good

"works for the poor w1th Roland s fortune Whlch he bequeaths to her -
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From Flaubert's initial situation, then, Miss Braddon deviates
widely, in ways that are characteristically Victoriah. Her heroine

is "not a wicked woman; she was only very foolish."25 More specific-

ally,‘Isabel's romantic inclinations lead her away from, rather than

b e i

towardé, a sexual liaison; the biggest disappointment in her life is

the shattering of her ideals”when Roland asks her to elope. She says,

-

"I never thought that you would ask me to be more to you
than I am now; T never- -thought ‘that it was wicked to
_come here and meet you. I have read of people, who by
some fatality could never marry, loving each other, and ,
. being true to others for years and years—till death, P
. - .. sometimes; and I fancied that you loved me like that c
" and the thought of your love made me so happy; and it was '
‘such happlness to see you sometimes, and to think of you
afterwards, ‘remembering every word you had said, and.see= ;
ing your. face as plainly as I see it now. T thought, ’ f
till yesterday, that this might go on for ever, and never,-
never believed that you would think me ‘like those wicked
women who run away -from their husbands,". (11, 98)

After this bitter lesson, "Isabel Gilhert was % woman all at once'
(11, 104) and develops in maturlty and understanding from thlS p01nt
untll the end of the novel. ' |
In essence, The Doctor's Wife is a tract’ agalnst the evils of
'excesslve romantic1sm.> The narrator, onnlsc1ent.and very‘much in

.

evidence, points out that Isabel in reading so mhny_novels lived "as o

'much alone as-if she had.resided in a balloon fog ever suspended in R

. e . :
-m1d air, and never comlng down in serious earnest to the common Joys

_'and sortows of the{vulgar life about her" éI 38). » As,I pointéd out in
,Chapter I such personal moral lessons derlved from the experlence of

the maln character and enunc1ated by an omnlsc1ent narrator were a

»
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salient characteristic of theIVictorian novel.

In addition, the narrator in A Doctor’s Wife has a wide moral

sympathy for her characters. Isabel's conduct is excused because

""She only wanted‘the vague poetry of life, the mystic'beauty_of romance'>

infused somehow into her existence; and she was as yet too young to

-
-

‘understand that latgnt element of poetry which underlies 'the commonest e

life” (II;‘227){ Even Roland,’who;initiallybappears:to.bera:yillain;:
Ais;categorized by the.narrator as'"a“benevolently—disposed young man;
de51rous of doing as little mischief in the»world as might be compat-~
f‘ible with his belng tolerably happy himself and fully believing that ‘
no great or irreparable harm needAresult from his appropriatlon of
another man's wife" (II 105) | e

Finally, a Doctor s Wife has none of the pessinism of Madame
BoVarg. Indeed, part of the novel s point about novel—reading is made

‘through the narrator poking fun at Isabel in ‘an exceedlngly good—

»

humoured way. Early in the novel we are told that - ' "; o

—

She wanted her life to be like her books; she wanted to be
a heroine,——unhappy perhaps, and dying early. She had an
especial desire to'die early, by consumption .with a hectic,
flush and unnatural lustre in her eyes. She fancied every -
time she had a little cough that the consumption was coming,
_ and she began to pose herself, and was gently melancholy to
' ‘her half-brothers, and :told: them" one, by one, in confidence,
. that she did not think she should be’with them long. They -
. were slow to understand the drift of her remarks, and wouldv
" ask her if she was’ going out-as a governess; and, ~if.she
~ took the trouble to: "explain her dismal meaning, were apt
to destroy the sentiment of the situation by saying, "Oh,
.come now, Hookee Walker... Who eat a’ plum—dumpling yester—
day for d1nner, and asked for more? That's the only sort
-of consumption you've.got, ‘Izzie; two helps of pudding at
© ‘dinner, and no end of bread—and butter for breakfast
- (I, 3637) S : ~ :

aY



This sounds more like Dickens than Flaubert, and it is obvious that
The Doctor's Wife has undergone go many Victorian transformations
that it bears very little resemblance at all to- its predecéssor.

It is particularly fortunate for the purposes of my study that
the novel Miss Braddon chose to 'Anglicize'" in this way was the novel
in which the very roots of naturalism had their being. In Flaubert's
letters may be found all of the kef principleé of naturalism—the
impersonéli;y of the author, the adoption of the methods of the
natural sciences, the absence of "morality," the depiction of unexcep-
tional characters—and in Madame Bovary is the prototype for two other
novels which are acknowledged to be the first naturalistic novels:
the Goncourts' Germinie Lacerteux (1865)‘and Zola's Thérése Raquin
(1867). Matthew Josephson says of Germinie that®'The whole thesis of
Bovary was hefe, dominant, as it was forever afterward in the réalistig
mastérpigces: a given personality, conceivedvés a unit Iin a mass, pitted
against its environment, the milieu into which it is born."

R . . 27 .
Zola reviewed this "clinic of Love'" ~ with enthusiasm, pointing out

in particular its air of scientific experiment and its freedom

»

from.moral constraints in expressing "reality" so frankly. Zola was

‘undoubtedli influenced by both Madame Bovary and'Germihie Lacerteux;
as Auerbach points out, he '"is twenty years younger than the genera-
tion of Flaubert and the Goncourts. There are connections-between

him and them; he is influertced by them; he stands on their shoul-
28, - . ' 3
ders. . . ."°" -Thérdse Raquin, as I pointed out in Chapter I, is

also a "clinic of Love" and the official beginning of naturalism.

.



These three novels—Madame Bova}g, Germinie Ldcerteux, and Thérése
Raquin——wiLLform the matrix of naturalist characteristics at the
opp031te end of the scale from The Doctor's W;fe and it is against

this scale that I will set Moore's A Mummer' 3 wife.

2. Early Objections

I shall begin my discussion with an examination of the issue of
sex, which marks the widest division between The ctor's Wife and its
French countefparts (and, indeed, Between thé naturalist and Victorian
conceptions of the novel), and which constituted one of the main.
‘reasons for the banning of A Mummer's Wife by Smith's and Mudie's.

Of Moore's boast that he had "invented adultery" in the English novel,
Granville Hicks remarks that "He was not . . . far wrong. Gissing's
women . . . are incapable of passion. Moore, whether or not he had
‘the profound insight into feﬁinine psychology of which he boasted, at
least was courageous enough to record certainlelementafy observations.
There is not only adultery in A4 Modern Lover;.there is sufficient

n29

passion to make the adultery plausible. I would like to qualify

Hicks's (and Moore's) views slightly by adding that although Moore may
have in some sense "invenfed adultery," £t was only in the Victorian

novel (the Eﬁglish nével‘in the eiéhteenth century contained plenty of
adultery) and that this "invention" occurréd iﬁ A Mummer's Wife rather
than in A Modern Loveia There is passion in the lattér novel, as Hicks

suggests, but only on the part of the women, the minor characters;

Lewis. Seymour, the hero, remains cheerfully self-indulgent rather



than passionate. L
o

: N
Kate Ede, the Hanley dressmaker who is the heroine of A Mummer's

Wwife, is at the beginning of Mooge's novel in precisely the same
situation as Isabel Sleaford, Emma Bovary, and Thérese Raquin. She

is married to an unattractive husband, the asthmatic Ralph, and
'dominatedvby her religious mother-in-law. She is romantically inclined,
and becomes attracted to her boarder Dick Lennox, th manager of Morton

and Cox's Theagrical Company. At this point, however, the turn of
events in A Mummer's Wife differs widely—and significantly—from those
in Braddon's novel as well as from those in the French naturalistic
novels. ’ .
isabel, as I have po@nted out, renounces her "lover," having
learned her lesson. It is noteworthy (and slightly implausiBle) that
there is absoluéely no sexuality at all in The Docto%’s wife. Although
Isabel is excessively romantic, énd deeﬁly in love with Roland; her
fantasies all have to do with goodness, in the form oﬁ_hefoic renungia-
tions, noble deaths and unrequited love. In fact? she is a "pure"
Victorian heroine Qho, when confronted with‘the option of leaving her
husband for her lover, is properly aghast ("Not for one moment did the
Doctor's Wife contehplate’the possibility of ing the step which
Roland Lansdell had proposed to her. . . . Jhe possibility of deliber-
ately leaving hgr husband t6 follow the footsteps/od this. other ﬁan,
was as far bquLd‘her power of comprehension as the possibility that

she might steal a handful of arsenic out of one of the earthenware jars

in the surgery, and mix it with the sugar at sweetened George Gilbert's

I

W 4
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matutinal coffee" [II, 102—03}). This, complete with the gilusion
to the handful of arsenic, is obviously what Miss Braddon feels to be
a negessary corrective to Madame Bovary. In any case, there is no
question of adultery in The Doctor's Wife; Isabel is simply too pure
to sully her hands or even her mind with such notions.

All three French novels,(;}the other hand, contaiﬁ an abundance

~

of adultery.‘ Emma takes two lovers, first Rodolphe and then Léon, and
Thérése takes Laurent. What is‘noteworthy is that in all three heroines
sex is a passion amounting to an illness or obsession, an animal need
unadorned by ”1oye” except in an inflamed, unhealthy sense. All threée
degrade themselves sexually: Germinie has a secret life of exgésses

with strangers, Thérése is talked into mufdering her husband, and Emma,
as Henry James points out, ''remains absorbed in romantic intention and

vision while fairly rolling in the dust."30

<

Between these extremes of the compléte absence of sexual desire
and sexual-desire bordering on mania, is Moore's Kate Ede. Her

romanticism, evident from the very first scene of the novel in which
she sees Ralph's suffering as "noble," is described in the following
) V Q
way:

-

She accepted Ralph as unsuspectingly as she had before
accepted the tawdry poetry df her favourite fiction. Her
nature not being a passionate one, she was able to do this
without any apparent transition of sentiment. . . . She
accepted her husband's kisses as she did the toil he

imposed on her—meekly, unaffectedly, as a matter of course.
Apparently she had known all through that the romances which
used so strongly to fascinate her were merely idle dreams,
having no bearing upon the daily life of human beings—
things fit to amuse a young girl's fancies, and to be thrown
aside when the real cares of life were entered upon. (40)
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Kate's nature is '"mot a passionate one,' unlike either Isabel's or

Emma's; Moore avoids both the extreme idealism of the former and the
' g
extreme sensualism of the latter. A Also, Kate does not have either

Isabel's condescension or Emma's active dislike for her. husband. In
. D
t .

fact, we are told that

Had he been a little kinder he would have satisfied her.
Her dreams did not fly high, and now as she sat by him,
holding his clammy hand, she thought she would have felt
happy were she sure of even so much affection. A little
love would- have made her life so much pleasanter. It did
not matter who gave it; she sighed for a little, ever so
little. (20) :

As R%ghard Cave remarks, ''Unlike Emma Bova;y, Kate seek§ no Byronic

31

tempests of the emotions but only tenderness, comfort and security."

. It is mainly Dick's kindness and humanity, for instance, which draw

Kate to him:

The man was coarse, large, sensual, even as is a mutton éhop.
But each movement of his fat hands was protective, every word
he uttered was kind, the very intonation of his voice was
comforting. He was in a word, human, and this attracted all
that was human in you. The intelligence counted for nothing;
his charm lay in his humanity. (67)

This is\pot to say that tﬁere is no sexual attfacgion between Kate and
Dick, however. When she tékes his breakfast to him, we are told that
"Kate could not choose but like'him, an& itvmade her wish all'the'more
éhat he would cover up.his big, bare neck. . . . There was something
very human in this big‘man,-and Kate did not kﬂow whether his animalism

r

irritated or pleased her" (42-43). Dick's "big, bare neck" and his
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Y . .
healthy "animalism' are obviously attractive to Kate, especially in
)
contrast with Ralph who, even when he is well, is séen ''picking .

a bad tooth with a hairpin taken from_the d}awers" (80).
TheAlove-episode between Kate and Dick that was objected to most
st%ongly by the libfarieéiéeems relatively innocuous by modern
standards. Kate has gone downstairs to open thg door for Dick, who is
still her boarder =t_this point. After a short éonversation, the

following occurs:

They could not see each other. After a long silence she
said, "We must not stop talking here. Mrs. Ede sleeps,
~ you know, in the room at the back of the work-reom, and
she might hear us." ‘
"Then come into the sitting-room," said Dick, taking
her hands and drawing her towards him.- :
"Oh, I cannot!" ) '
"I love you better than anyone in world."
. "No, no; why should you love me?"
~ Although she could not see his face, she felt his
breath on her neck. Strong arms were wound about her,
she was carried forward, and the door was shut behind her.
Oonly the faintest gleam of starlight touched the wall
next to the window; the darkness slept profoundly on the
landing and staircase; and when the silence was again
broken, a voice was heard saying, "Oh, you shouldn't have
done this! What shall I tell my husband if he asks me
... where I've been?" ' ‘ o
s "Say you have been talking to me about my bill, dear..
: I'1ll see you in the,morning."3 -

Tﬁis ié‘definitely‘adultery; however muted and suppressed, there is
no doubt that a sexual encounter between a maxjried t)mah and a man v:ho
1is nét her husband~is going on behind the tlosed door. However tame
and\conventional it maf“Seem in~comparisén to the-l}ngering image of
the coacﬁ crazily whirling with the insatiable Emma and Léon i_nsi.dé,

P ) . ’ ’



;bg fact remains that the doctor's wife would never héve conkidered
any such thing, even for a moment .

~Kate and Dick have passion, tﬁen, but not very much. Without
this scene their lovemaking consists of a couple of stolen kisses and
the folléwing curious description, which occurs just after they have

eloped:

‘The morning hours were especially delightful. Immediately
on getting out of bed she went into the sitting-room to

see after Dick's breakfast. It was laid out on a round
table, the one white tint in the rose twilight of the half-
drawn blinds. Masses of Virginia creeper, now weary of the
summer and ready to fall with the first October winds, grew
into the room, and the two armchairs drawn up by the quietly
burning fire seemed, like all the rest, to inspire indolence.
Kate lingered settling and dusting little rickety ornaments,
tempted at®once by the freshness of her dressing-gown and
the soothing warmth of the room. It penetrated her with
sensations of happiness too acute to be durable, and as

they mounted to her head in a sort of effervescent reverie,
she would walk forwards to the folding doors to talk to

Dick of ——it did not matter what—it was for the mere
sound of his voice that she came; and, in default of any-
thing better to say, she would upbraid him for his laziness.
The room, full of the intimacy of their life, enchanted her,
and half in shame, half in delight, she would affect to
arrange the pillows while he buttoned his collar. When this
was accomplished she led him triumphantly to the breakfast
table, and with one arm resting on his knees, watched the
white shapes of the eggs seen through the bubbling water.
(158) A

/
Y
The thing that is "curious" about this scene is. that its atmosphere is
domestic rather than erotic. The quietly burning fire, the freshness

of Kate's dressing gown, the sweet delight of the lovers, the homeliness

of the boiling eggs, all create the ambiance of a typical "young newly- \

[y

weds" scene in a Victorian 'novel. In fact, even though Kate and Dick

r‘
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have only recently run away together, they seem "married." Ihié is an
important point for two reaédns. First of all, the narrator through
such scenes appears to condone the elopement, ; highly unusuai attitude
in the Victofian novel at this time. The first of the 'New Woman"
novels which sanctioned love outside ofimérriage were not written until
the eigﬁteen—nineties, and Jude the Obscure was not published until'ten
years after the pubiication of A Mummer's Wife. In this respect, at
least; Moore succeeded in ”digging a dagger into»thé heart of the
sentimental school," and it.is‘in this tacit approval (or lack of dis-
approval) of Kate s elopement that he can really be said, I think, to
gave "invented adultery" in the English novel of the tihe.

The other reason that Kate's and Dick's instant domesticity is
interesting is because, given the cfnventions of the Victorian novel,
this was the oniy way ip which Moore could indicate thé Egigﬁtor's
approval of their liaison._ Any other approach (such as the frank
portrayal of théir sexual enjoyﬁent of each other) wouldbha§e been.
regarded asvoutright pornography. Ian Watt'étpbservatioh about the

nature of courtly love in French and English fiction is extremély,

pertinent at this juncture:

,'
Gradqallya;hOWéver, the code of romantic love began to
accommodate itself to religious, social, and psychological

" reality, notably to marriage and the famlly This process
"seems to have occurred particularly early in England, and
the new ideology which eventually came into being there
does much to explain both the rise of the novel and the
distinctive differénce between the English and French
traditions in fiction. Denis de Rougemont, in his study
of the development of romantic love, writes of the French
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novel that '"to judge by its literature, adultery would
seem tQ be one of the most characteristic occupations of
Western man." Not so in England, where the break with
the originally adulterous character of courtly love was
so complete that George Moore was almost just;fied in
claiming to have "invented adultery, which didn't exist
in the English novel till I began writing."33

Moore was "almost" justified indeed; the fact that Kate and Dick are

actually married shortly after the scene I have described further

ensures that the amount of "adultery" in the novel is kept to a

mininum.
f& : . .
‘In playing down Kate's passion and yet allowing her to run away

with her lover, Moore creates a scenario that is considerably less
sensational (and‘more realistic) than either Miss Braddon's or
Flaubert's., Kate.herself is similarly pedestrian, as I have noted.
- © . ‘ .
Flaubert himself called Emma a "naturally corrupt woman,"34 and Isabel
is a sort of purified Emma—purified, however, beyond the point of
credibility. Kate is neither excessively good nor extessively bad,
but merely weak, aé the narrator tell us:
She was not strong nor greét, nor was she conscious of any
deep feeling that if she acted otherwise than she did she
would be living an unworthy life. She was merely good
because she was a kind-hearted woman, without bad impulses,
and admirably suited to the life she was leading. (38)
And, just as Kate's nature does nét run to extremes, neither do
the characters of the men she is involved with. Isabel's husband and

lover are both finally portrayed as heroes, as I have noted, while the .

male characters in the French novels are an extraordinary group:

o
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Emma's husband is a clown, Thérese's is a sickly, despicable weakling,
and Germinie's fiancé will not even marry her; and the lovers of all
three women arélbrutal cads. l”Extraordinary" is not a word that could
be applied either to Kate's husband or to her loverl Ralph is harm-
less, if he is not entirely likeable, and Dick is kind‘and jolly but
certainly neither a hero nor a villain. ThEireordinaripess, in fact,
makes Moore's characters seem closer to the everyday norm of 'real 1ife"
than either'the French or the English Qersions, and in this instance

Moore's "slice of life" seems more authentic than that served up by
Zola himself.

Apart from its alleged sexual explicitness, the other reason A

Mummer's Wife was banned by the libraries was because of its '"foul-

ness'': "It is, we know,' a

said the' critic for the Saturday Review,
foo?ish~thing to wash one's foul linen in pub}ic. How mﬁch‘mqre fool-
ishq&ﬁﬂis to spread out and sort one's foul linen in public, not to

wash it, but merely.to demonstrgte how .foul it is.'f35 The det#ils sur-—
rounding Kate's.aléoholism, in garticular, are highly uﬁpléasant.

Moore's source for this paft of the novel (fhe final third) is séid to be
Zola's L'?ssommoir, but I think that the drunkenness in that novel is
‘rather)more~§Pcidental than in A Mummer'’s Wife, Gervaise ana Coupeau

are victims primarily of indélence, ignofanée and poverty,; whereas

Kate is a true élcoholic, obsessed, finally, witﬁ her need for driﬁk.

_As Lilian furst‘points‘out, "Both [Katé andyGervaise] indeed die of
alcoholism—but surélqg?uch'thema;ic parallelism canﬁot’bé:acceptéd'-'

% L : : o ;
as prodf of influence."3§ (The same *point, I would argue, could be

sae g 2 ; b

«

¥



71

p

¥

.. made as to the influence of Nana on the theatrical milieu in A Mummer's
wife.)

After Kate runs away with Dick, she becomes a successful actress
- o] ‘

and a happily married woman. "As the days passed," we are told,

Kate grew happier, until she began to think she must be

the happiest woman living. Her life had now an occupa-
tion, and no hour that went pressed upon her heavier than
would a butterfly's wing. The mornings had always been
delightful; Dick was with her then, and the afternoons

had been taken up with her musical® studies. It was the
long evenings she used to dread; now they had become part ©
and parcel of her daily pleasures. They dined about four,
and when dinner was over it°was time to talk about what
kind of house they were going to have, to fidget about in’
search of brushes and combs, the curling-tongs, and to con-
sider what little necessaries she had better bring down to
the theatre with her. (182) S

At this point, no fqrther comparison with either The Doétor’s Wife
or the naturalist "clinical studies ofAlove" seems possible; A éimple
plot-reversal'haé seemingly oécurred: the adultery between the ordinary
seamstress and'the jolly mumaér, never very tempes;uous to stargéwifh,
settles into a cquortable eﬁough routine. Neither the melbdramétic
renunciations of The boctor’s Wife horkthe rﬁihed lives of the three
French ﬁovels have'eomé to pass, a;d the remaindér of the novel is
devoted tﬁ the progress of Kate's alcoholism. ngyd Fernando finds
this development>disconcer;ing, and Moore's novgl disunified as a

result:

A claim on behalf of Moore's originality does.not . . .
overcome successfully this use of a second major source
for a single novel. Moore presents Kate's alcoholism
with entiré‘conviction,'yet the book does not recover

, ; = =t
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from the resulting shift of emphasis. The woman who has

fled to freedom degenerates not really on account of her

moral incapacity, but on account of a factor introduced

mostly as an '"experiment" in the Zola manner, and given

patently separate thematic tredtment late in the novel. 37
{

I would disagree.. Kate does degenerate "on account of her moral

4

capacity,” in some sense, at least, and Moore's "

'experiment'.in the
Zola manner" in the final third of the novel is a convincing‘and‘hatoral
.outcome of the situation he establdShes in the first two-thirds. |
Osbert Burdett claims that '"the cause of.Kate's,drinking is too
_ . , ,

vague,"38 but it is difficult to see how this is so. QuLte 81mply,‘she'
begins to drink because she is ashamed of being a "1oose woman"

sexually ("loose," that is, according to the tenets of the religion in
which she was raised), and she continues to drink because she becomes
'unreasonabiy jealous of Dick. 'Justias mochras Madame Bovary, Germinie
Lacerteux or.Thérése Raquin, A Mummer's Wife is "a clinical study'of
‘love'; hut instead of the main character being destroyed directiy as a
result of her sexual desires, she is destroyed 1nd1rectly (but Just as
effectively) by them as they are replacedﬁgggs%%gted and transformed
11nto a desire for alcohol. Although Kate does not have Isabel's

passion for purity, neither does'she have the amoral,vanlmallstic
attitude toward sex Qhﬁch characteriaes tmma,-Gerﬁinie anddThérESe -

‘asJWeil'as Nana and Gervaise). ' Once again, this enhances“the realism. &
of’Moore'&‘tale; as £eter Ure oointsAout,’in choosing sexual mores as_~f§

Kate's stumbling'biock, Moore showed some 1n31ght into the pathology

of conscience."sg' He also showed some 1n51ght'1nto middle—class

My
)



Victorian moral priorities, it might be added; it is uniikely that a

woman of Kate's class in her position would be able to accept her own

-adultery without qualms. She does not "roll in the dust" like Emma,

&::
have a Secret shameful life like Germinie or commit murder -like

 Thérése, but she feels guilty all the same, and unable to accept her

success with equanimity. Kate's use of religion as a vehicle for her
romanticism is likewiseé psychologically astute. This' phenomenon, which

Moore expands upon in the character of Cecilia in A Drama in Muslin,
5y . ' .

also occurs in Germinie Lacerteux ("Dans le prétre qui 1'écoute et

- v

" dont la voix lui arrive doucement, la femme de travail et de peine voit

moins le ministre de Dieu . . . que le confident de ses chagrins et

l'ami de ses miséresﬁ)ao and in The Doctor's Wife (“[Isabel]lwant;& to

-findlsoﬁe’shrine, some divinity, who would accept her worship. . .

If not Rolahdeansdell, why then Christianity" [118-19]);

Moore's expefi@enf in A Muﬁmer’s Wife iS'thgrefOre moré sgbtle
and complex, both psychologically and-értistically, thanvFlaubert's,
the Goncourts' or Zola's. In my opinion; this third phasevbf Kate'é

existence springs convincingly from the first two, as I have said; and

furthermore, it is dovetailed beautifully with the rest of the novel to

create an aesthetically satisfying whole.

The stages éf Kate's addigtion'are-depiCtedvby slow degrees. .
Significantly, she gets drunk the first time because.she is appalled

" at ‘having received a diamond ring from a member of the theatre audience.

© .

- . ' C o g o o o L
The other actresses in the dressing-room, who see nothing wrong in

Kate keepiﬁg the ring, celebraté it by bﬁying.a bottle of whiskey, and



For a moment a sense of shame, bitter and blinding as a’
wild salt wind, overwhelmed her, and she could not repress
a positive loathing of herself. Since he had left Hanley
it was the strongest shock her moral nature had received.
Vainly she searched for an excuse, but could find none.

It was not until she had drunk.a couple of whiskys that
she began to forget and find courage to laugh at Dolly s
dirty stories. (185) ~

The following sensation of drunkenness is described from Kate's point

f

of view:

When she got on-the stage, with the fumes of the gas, a
vague sickness mounted to her head. Montgomery s arms,
as he beat time in the orchestga, seemed to her of
immeasurable len th, and the atditorium reeled a con-
fused mixture of \lights and black spots. The music
sounded in her ears like some harsh cruelty, and at times
the-voices of those singing round her became as unmerciful
as the howling of demons mocking her out of the depths of
 some meaningless n;ghtmare Each clash of the cymbals ‘'seeined
more pitiless tha@?ﬁhe last, and. she had at ‘last to stagger
into the wings and ask for a glass of water. (185-86)

This description is metaphorioal rather than literal and the metaphors
themselves are nbt partlculﬁrly sordid or. distasteful but at least

1t is an attempt to descrlbe a woman 'S 1nebr1atlon from W1th1n, which

. was certainly a rarity in the Eghilsh novel of the time . Later on 1n.5_’

thef,ook a hangover is also described fromggate s p01nt of view

With vague movements of. hands, she endeavoured to fasten o
. the front of her dress, and with a groan rolled herself out
of the light.  But her efforts to fall back to- insensrbillty
were unavailing. Implacddle as the dawn that.ﬁllps and

swells through the veils of night, a- pale waste . of conscious—i
ness forced 1tse1f upon her. . First came the curtalns of the o

bed, then the bare blankness of the wall, and then the great

throbblng pain that  lay like a lump of lead just. above her.
k forehead - Her mouth was clammy as if it were filled with-
'*"‘*glue, her limbs weak—as-if by v1olent blows they had-been

A
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: . »
beaten to a pulp. She was all pain, but, worse still, a

horror, huge and black, of her life crushed and terrified
her, until she buried her face in the pillow and wept and

"moaned for mercy. Nevertheless, to remain in bed was
impossible. The pallor of the place was intolerable, and
sliding her legs over the side she stood, scarcely able to
keep her feet. The room swam as if in a mggg she held
her head with clasped hands; the top of it sdemed to be

- lifting off. . . . Raising her face ‘suddenly from her
arms, she hitched up her falling skirts, and seeing at
that moment. the bottle on the table, she went into the
sitting-room and poured herself out a 11ttle, whlch she
mixed with water. (298)

Vivid as this is, it still contains a fair amount of figurative

. 1 .
language: the "dawn that slips and swells through the veils of night,"

non

“a pale waste of consciousness,'" 'like a lump of lead, as if it were

filled with glue," "as iy. beaten to a pulp,”" "a horror, Huge and

" black," "as if in a mist®¥nd 'seemed to be lifting off" are evocative

; but not literal. Her drinking progresses, however, and the details of

it become more and more graphic and distasteful unt%i finally she

" . becomes one of the few characters to vomit in English fiction. This

scene, which is also presented from Kate's point of view, is unrelieved

by metaphor:
*

Weak and sick she leaned back upon the hard cushions of
the clattering cab. Her mouth was®full of water, and the

- shifting angles of the streets produged on her an effect

similar to sea-sickness. London rang in her”ears; she could
hedr ~a plano tinkling; she saw Dick directing the movements
of a line of girls. Then her dream was brought to an end by
a .gulp. Oh! the fearful nausea; -and she ¢id not feel better
. until, flooding her dress and ruining the red velvet seats,
e all she had drunk came up. The vomit, however, brought her
great relief, and had it not been, for a little dizziness
» and weakness, she-would have felt quite right when she
.arrived.at the stage-door. She wds in a terrible state of
dltt and untldlness, but she notlced nothlng, her mind was
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now fully occupiéd in thinking what she should say, first
to the stage-doorkeeper, and then to her husband. (300)

Joseph Hone,lwho refers to A Mummer's Wife as a ''genuine and‘successful
attempt to apply French Naturalistic method to a description of English
life," remarks that "In fact Mqoré was the\fir§t real,ad&enturer on
this ground; for the other English writers who sought assistance from
the methods of the Naturalists shrank f;om carrying them out to their"

logical conclusion. Gissing would never have written of Kate Ede

vomiting over her dress. . . . Courage was needed for this in the high
Victorian period.”al Gissing's own novel dealing with middle-class
female alcoholism; The 0dd Women (1893), confirms the accuracy of
Hone's observation. In it, Gissing surrounds the subject with an air
of mysterious discretion, treating it as something too shameful to
mention. The~Madden sisters spéak of Virginia's "wretched state," for

example, in the followiﬁg way: "How can we help her, Monica? Won't you

make a sacrifice for the poor girl's sake? . . . She worries so about

you, and tﬁeh tries to forget the trouble——f%u know how.”42

f .

Towards the end of A Mummer's Wife, Kate sinks to the lowest

depths of alcoholism, and Moore does not spare us in fecoqnting her
, s P
progressively worsening condition. .The latter 1s no longer described

from Kate's point of: view; she has *become an object, to be described.

from the outside. - When Kate and Dick. are dismissed from their lodgings,
for example, we see her attempting to dress herself: e
S : ‘ - ’ g
Staggering on to the floor, Kate sought for her stock-
‘ings. . . . Dirty, limp petticoats a week old.were tied

v s
i
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anyhow around her waist. Garters could not be found, and
-a piece of the lining of a dress was used instead. The
dress was bundled on like a bag, and the boots were left
unbuttoned. (308)

The subtle shifts from the active voice ("Kate sought for her stock-
ings") to the passive ("Dirty, limp petticoats . . . were tied," et
cetera), and from the possessive ("her stockings') to the definite

article ("the dress,"'”the boots") help to de-persona}ize Kate, dis-

e

SOCi%fing hér from the reader, the narrator and even ‘from herself.
Finally, Dick leaves her and she becomes itinerant; in fact, she has

turned into a "low'" character every bit as’ brutalized as Zola's

-
Gervaise:

Miserable as a homeless dog, she rolled from one lodging

to another;—after a few days driven forth from the lowest
for dirt and dissoluteness. Under the pressure of such
excesses her disease increased daily, and to keep pace with
her exhaustion she was forced to take increased doses of
stimulants. (348)

Predictably, Kate's'final illness and death, with which the

novel ends, is depicted.as graphically as the“ﬁeaths of either Emma
. ( .

Bovary or Nana. The description of Ralph's illness with which the

> i

novel opens is mild by comparison:

Facing the light, close up against the wall, her stomach
enormously distended,by dropsy, Kate lay delirious. Fzom
time to time her arms, wasted now to mere bones, were o
waved. . . . She was now a dreadful thing to look upon.
Her thin hair hung like a wisp, and she had lost so much
that the prominent temples were large with a partial bald--
ness. The rich olive complexion was now changed to a dirty
yellow, around the nose and mouth the skin was pinched and-
. puckered. . . . Her eyes were dilated, and she tried to

e oot e R b s




raise herself up in bed. Her withered arms were waved

to and fro, and in the red gloom shed from the ill-
smelling paraffin lamp the large, dimly-seen folds of the
bed-clothes were tossed to and from by the convulsions
that agitated the whole body. Another hour passed away,
marked, not by the mechanical ticking of a clock, but by
the cavernous breathing of the woman as she crept to the
edge of death. At last there came a sigh, deeper and
more prolonged, and with it she died. (350, 352)

Kate is now indeed "a dreadful thing to look upon." The atmosphere
that surrounds her death, however, is subtly different from that which
surrounds the &eaths of Emma or Nana. Emma's déath seems to be a
fitting>punishment for her foolishness, the culmination of Flaubert's
disgust for'her, and Nana's corpse becomes a fitting symbol of the
corruption of a whole society. In eitﬁer case, there is an implied
judgment by the narfator,ra statement about a certain kind of woman

in one case and about a certain way of life in the other. AThis sense
of a pitiless, almost‘vindictive satisfactioﬁ by the narrator increases
the ﬁorror of the sordid physical details in each of these episodes.
Kate's death-scene, wh;le unpleasaﬁt,-evokes no similar semse of horror
or judgmént But merely one of pitiablevsadnéss. Her coynlittie
"Serpolette" song, which haé now become a leitmotif bearing a consider-

able load.of irony,43 is sung once agéin:

4

Scenes the most diverse were heaped together in the complex
confusion of a nightmare, ideas the moSt‘opfosed were
intermingled. . . . It was like a costumejball;, where
chastity grinned from behind a mask that vice was looking
for, while vice hid his nakedness in some of the robes

that chastity had let fall. Thus up and.down, like dice
thrown by demon players, were rattled the two lives, the

*
-
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double life that this weak wotman had so miserably lived
~~through. But a final blending had to be reached, a point
Where the two became one, and this was touched when she -
commenced to sing her famfous song, :
" | "Look at me here, look at me there,"
alternately with the Wesleyan hymns. Sometimes in her

delirium, she even fitted the words of one on to the tune
of the other.. (351-52)

This scene, in fact, indicates the "meaning" of Kate's downfall better
than any of Ehe narrator's many attempts to explaiﬁnit. The confusion
between ''chastity' and "vi%§:” the role~playing indicated by the
"costume ball," the suggestion of her life being controlled by chanée
(a "demoﬁ player" throwing dice) and: the coquette's song sung to a hymn
tune all symbolize the dichotomies of Katé's life perfectly.

The mood of melancholy }ather than revulsion whicﬁ attendé this
final scene of 2 M&mmer’s Wifé is partly a result of attitudes or events
which have 6cchred earlier in the novel. For one thing, no sgnse'of\
_puhishment isbinvolved, and Moore i; able to report his character's
death far more dispassionately and objectively than either Flaubért or
Zpla, partly because‘Kéte is a Tess corfupt‘and more 1ikeabie individual
than either. Emma or Nana. For another thing, Kate's 'story has not
been one of unreliévedvdisgust from thé_Beginning,’éo that her death
~1is inQested with a certain amount of meaning, unliké the deaths of -
“Germinie, GerVaise or ihérésé, for example, Cerminie ana Gérvaise have .

lived like dogs and they die like dogs, a fact which surprises no one,

. while Thérése and Laurent's mutual suicide-murder is the logical climax

to the:grisly tale of their love. Moore's nharrator makes'nm comment

i




about Kate's death, nor does he need to; he merely repdrts it, and yet
. E N . . ) . )

his report avoids both the implied anger and the extreme’ coldness of

the naturalists. It is a-nice (and fairly complex) tem?éging of the

naturalistic formula of objectivity to suit the framewofkvbf English

fiction, which brings me to an examination of the function of the

narrator throughout the novel. - h : gﬁ
* ) > ’ .
3. The Narrator - : ~ K
Flaubert's dictum that "L'artiste doit &tre dans son oceuvie comme .

Dieu dans la création, invisible et tout-puissant; qu'on le sente

, T ’ . 4 L . . :
‘partout, mais qu'on ne la §§1e pas" 4 was adopted enthusiastically by

N A
the naturalists in their quest for scientific objectiyity in the novel.

. , . Dt . . Ty
"The naturalistic novelist never interferes," says Zola, "any more than

the savant [scientist]. This moral impersonality of a work is all-

145

important. As I have already indicated, in some ways Moore's

narrator in A Mummer's Wife is more pyrely objective than those -of the
ar AR . -

‘naturalists themselves. .In the large dhpgrﬂof'authbrial intrusions

. o &
throughout his novel, however, Moore falls‘fﬁf short of the naturalists’

. N )
formula. These sudden and unnecessary explanations by the narrator

appear as awkward excrescences on the otherwise smooth surface of the

narrative, a fact Mdére obviously recqgniied when he éxcised Qirtdally
. . - . ) T to : .

all of them in his révision of A Mummer's Wife in-1917. - . T«
- Some of these authoriai’comments,seém to have very lftf‘

3
.

‘with the tale Moore is telling. ﬁe makes many grétuité

parted generalizations about-women, for instance, such YNEEESEe YEM1 owing :
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Nearly all women consider it necessary to maintain to b
themselves and to others that they deeply regret having
sinned.. The delusion at once pleases and consoles then,
and they cling to it to the last. (172) po

To a woman there is always an infinite charm in the
society of a man to whom she never-can, never intends to,
give herself. The power that this platonic‘affection :
exercises over her is scarcely less ardent than the - _ ]
strongest sensual passion; it is the best poetry her i
nature is capable of, and for it many women will risk
compromising themselves in their husband's eyes. The
excitement of fancied victories obtained over themselves, o
of mock examinations of conscience, satisfies an ideal; ' :
and Kate, above mpst women, was subject to such nervous
sentimentalities. (285)

Such pontificating only shows Amico Moorini at his worst, and mars the

sense of gbjectivity so skillfully attained in the remainder of the

".,

novel. Even if Moore belleves these 1nan1t1es, they would be far more
A(\’

effective if they wene illustrated by the events of the narrative. \

Kate's friendship with Montgomery, for instance, so effectively depicted

H

i

M i
3

in the chapteryinewhich they ramble about the seaside togethér, is a ‘ .
- very telling iilustration’ebout the velue=ef flatonic love to Kate; but ;
“to deauce ffom_this a generalizetigﬁ about‘the need of all Qqﬁen for: ) | ;
Platonic love merely makes the narrator seems pbmpous st this point. A
Even when the authorial intrusions are more directly related to -
" the events of the novel;-their attempted profundit§ seems pretentieus.
Theknarrétor's wofldéweery oBservations about little‘Kate's funerel,

. for 'example, are entirely redundant:

. Of the many sad tﬁings in this world a child's funeral is
perhaps the saddest. In a fleeting instant we see love,
beauty, happiness; all of which we think in one-dream-hour
it would have attalned and we mourn the darkness, ashes

o




and worms that have overtaken it. Vain, perhaps, are
these visions; it would have gained only what we ourselves
have gained; but still it seems cruel to have been denied
a part in the battle. Thus we dream for a moment, and then
the little cortége passes on, scarcely noticed, untalked of,
uncared for. A dozen people are the most that attend,
there are no horses, no plumes. A man in front, ano}her
behind, carry what would be mistaken, were it not for its

" black dress, for a hand barrow. There is not much grief,
only a few mother's tears, that is all. (263)

This almost sounds like Hardy; but how much more effective is Hardy's

+

own portrayal of a child's funeral in Jude, in which the image of Sue
/ ,
standing in tﬁe_children's half-filled grave rendets comment unneces-

sary. In fact,«Moore;s descr}ption of Kate later on in the scene is:

very similar to Hardy's,‘and would have been sufficient on its own:
Dick said nothing, but it made him despiir to see her
scrambling over the heaps of clay, and it seemed to him
pretty well impossible that she would ever be able to play
the CMritess in Olivette on the morrow. (265)

More numerous than éuch‘geﬁérai prénddﬁcementé, howéver, are the
narrator's theoretical iﬁterprétatiéns'of'the characters and their
actions. Noel rem#rks that "1'auteur tiént a souligner la iegoﬁ en
terﬁes autorltalres‘et pesés. . . . Des pagts comméfl'analyse
psychologique de Kate depassent leur but: L'auteutiy.interVient trbp
ourvertement pour montrer que 1' her01ne est prisonnlere des 1nfluences_
de sa petitgrg;fance, pfisonnleréde‘soncaréctere congenltal "46 ahd‘;

this is certainly true. The narratlve at tlmes 1s cluttered with

naturalist precepts. -
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We are- tqld that-

¥ .
In the woman of the people there is no intellectual advance-

ment; she never learns to judge, to discriminate. What
pleases her at one age does at another. Toil, if not
sufficient to kill, preserves. The rich man changes, the
peasant remains the same; and what is witnessable in
centuries is witnessable in a single life. (86) !

"The woman of the people" obviously refers to the notion of character
as type; "What is witnessable in centuries is witnessable in a single
life" refers to another favourite naturalistic theory, that of heredity.

»

And again, ‘ &

Kate . . . was a simple woman of the people, whose febrile

o and vacillating imagination had on one side been crushed

and repressed by the clrcumscriblng and monotonous routine
of her humble life, and on the other exalted by the fervour
of a faith which, although it had not béen able to mould her
character, had nevertheless endowed it with a certain ideal-
ism 'of thought; and when to these influences are added the
demoralising effects of hundreds of sentimental and romantic
stories, read in her early youth, it will be understood with

~what abandonment of the senses, with what alienation of the
brain, Kate threw herself into the enjoyment of this.
evenlng db. . Qo7 .

This adds the effeco/pf environment to heredity; Moore has obviously

not” yet learned to show without telling. The narrator even tells us,

aprépos of the birth of Kate's child, that "The scene was at once:real,

(Y

ideal, cynical, and pathetic, a sample'slice'from thévinoongroous comedy

of life" (252, my italics).

The narrator éisoitheorizes directly about the characters,

particularly Kate. Early in the novel he explains that
R o o ‘ o c
//»/ N . . N . ~ ) . A\-» ° ‘

Kate was. dreamy, not to say 1magﬁihtive.‘ When she was a mere
chlld she loved falrles, and took a vivid 1nterest in gobllns
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and when afterwards she discarded these stories for others,
it was not because it shocked her logical sense to read of
a beanstalk a hundred feet high, but for a tenderer reason.
When the London Journal came for the first time across

her way, with the story of a broken heart, her own heart
melted with sympathy. :And the more sentimental and
unnatural the romance, the more it fevered and enraptured
her. (38) '

Later he explains the effect of the theatre environment on such a

A

nature :‘ -

i -

The continual nerve-excitement in which she lived, the rich
diet, the brandies and sodas supped in the dre531ng—rooms,

the constant gratification of bodily pleasure, combined to.

ﬁ?oduce in her naturally placid nature violent.revolts and

demands for pasilonate outbursts. (193) LT

[

Q
Words such as "febrile,'" "nervous," "excited," '"fevered" and "restless"
- o

are constantly applied to Kate, as they are to both' Germihie and k @
Thérésé. Like these naturalistic heroines, Kate is (or rather,'becomes

during the course of rhe novel) a pathological'caaeeaéuly, an interest-
ing object’ for scientific or "experimentalff%nalysia:A Zola’s.ineentlon.‘4
in Thérése Raquin was to depict 'people oogiletely'doﬁinaeed-by their“
' nerves and_blood without free will, drawn into eachpaQEionioﬁlrhelr

llves by 1nexorable Jaws of their phy51cal nature. né7 Kate's'caae;is

4

: X
not quite<this/bimBaeR%as T“h ve shown——ln her case phy31cal nature

1ncludes a cer ‘1n fa;ély complex 'moral"l weakness—hbut her "decheance

o M . Ang . ‘;

nevertheless ‘seems véry closely modelled on naturallstlc theories

Cha1k1n sees Kate and Dick as prototypes of Thérase and Laurent
. I3 .
.jphe demonstration of ' the deep—seated dlsturbances of a sangulne nature

brought into-contact with a<nervouséone¢vﬁ8 Frederlck Selnfelt also
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sees A Mummer's Wife primarily as the story of the conflict between
Kate and her lover, asserting that '"Kate's experiences with her two

men, for all their anguish and despair, produce a sense of actual

.
3

breathing life. stronger chén anything he would thereafter write, .

including his most read and most liked novel Esther Waters. . . . A

Mummer's Wife is a devastatingly frank and sﬂattering picturénof'male

and female Aiscggd which can scarcely be equalled in any other work of

English fiction."49 These interpretations®are only secondary.iSSués, A o o
however, arnd not Moore's main.''experiment" in A Mummer's Wife. Kate's ,_T i'
fi;ﬁté\withigick are a symptom, not a éause, of»her disorder. Justﬂas
Madame Bovary is unequivpcally about Emma, Moor&'s novel.is really
about Kate, and the bulk of the narrator's theorizing has to do with
the éffect of a certain environment (that of the theatre) on a certain : :
type ofwheredity (that of the “middlefclass woman'). We are told agaiﬁ
and again, especially toward the end of the ngvel, that "Kate had»nét
becomé an actress, she was merely a middle—class,womaﬁ,Veneered with . 'ﬁ
Bohemianism . . ." (209). Finally, when the theatre company bréaks up; we

are told that "Bohemianism had achieved in her its last victory"- (244)," but

_;&\ |

when she meetsJRalph_again, ""Kate's Bohemianism rushed away as water flows

-~
2

out of sight, when a sluice is- suddenly raised, and she became-agaih 4
the middle-class working woman, ever“thihkingbof,.euer willing to work
in the interests of her home'" (344).  These scattered intrusions are

~ - . - . 1

‘unnécessary; and in them Moorerdoesifor his readérs what he[should

(accofdihg-;ovnatufalist precepts) trust ‘them to do for themselves; -
As _he himself once critically remarked of Henry James, "That which is
N . i : : P . 2 . . ) [P . .

|
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(

firmly and clearly imagined needs no psychology."50

The most frequently quoted passage in the novel is one. of these

v,

narratorial analyses, which is generally taken to encapsule the "moral"
of the entire book.. It is the one in which the narrator likens Kate

to "a piece of Tottenham Court Road furniture":

Kate Ede was the result of centuries of inherited customs and

forms of thought, and when to this be added a touch of

light-headedness, so ordinary in character that, in the

shop in Hanley, it had passed unperceived, it will be

understood how little fitted she was to effect the.

psychologlcal and even physical changes that her new llfe

demanded. She was the woman that nature turns out of her

workshop by the million, all of whom are capable/of ful-

filling the duties of life, provided the conditions in

which they are placed, that have produced them, remain .

?unaltered ., "They are like cheap Tottenham Court Road y -

furniture, equal to an ordlnary,amount of wear and tear

“so long as the original atmosphere in which they were’

glued together is preserved; change this and they go to

pieces. This is precisely what had. happened in the case

of Kate Ede.. Not a whit worse was: she than others of |her kind,

but one of those million chances of which our lives a e made |

had. drifted Mr. Lennox across her life. FErom the first moment’

he entered her house the whole temperature of her'bloog and

brain had been altered. But the introduction. of a passion -

into a character does not add to it any more .than a gust of -

wind does to a landscape Principles may be:overthrown as °

trees may be blown down. Morals may be perverted as land-

marks - may be destroyed, but no new element of vitality or _
: strength is gained 1n either case. Tt was so with Kate: __'; .

 This éeems‘clear enough' Moore has taken' an ordinary'middle;class~woman 3
who 1s 1nc11ned towards roma tlc daydreams, made all her dreams come -
true'~and stood back to_see»what she willvdo.3 What she "does is not

'uqu1te S0 31mple as the narr tor s analyses would have us helleve,-

however. _ . o S . e S
& 3 S . ; . \“. . . » ; v r‘ . v P
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In short, Moore's devotion to naturalistic principles in these
narratorial intrusions is both overly zealous and mistakenly applied.

% ' ,
It is true tihrat these asides are mostly given in a detached,

: . § |
"analytical” manner; but that does not make them natiralistic.”” ',

- S s

Their detachable nature (they were virtually all culled from the later
ver51on) indicates how extraneous they are to the book s characters

and events, whlch when they are allowed to, speak for themselves.
Moore's success in creating-a,naturalistic novel,depends largely on
~ the characterization of Kate,-as it is“her story that is being told P

and I would now. like to examlne Moore s deplctlon of his main character
s [

~ ' . .'-- g

«®

4. Characterization

. - L2 , ‘ . S
-Kate Ede, generally seen by critics as a mixture of’Emma Bovary
. . - [ - L. P
N 3 . : L Py ) ] . . . ,.‘“ .
and Gervaise Coupeau, is a‘curiously elustve character. Lloyd Fernando,% S
1 - '\ '
who thlnks that A’ Mummer 5 Wlfe is on t&e whole -an’ unorlglnal novel

admlts that Kate is an 1ntr1gu1ng her01ne. 5 ;I-would‘like to examlne

Moore s main character both 1n llght of her llterary sources and as an

PR . s

autonomous flgUIE.A To. wha& extent is 'she’a naturallstlc "type of "%R»'; ’

v

character? What is the narrator s-—and the reader s——attltude toward

‘ [

Lher? How much do we 11ke her or get to ”know" ‘her? . How well doeS‘She

3

-know herself an what does she ”learn" durlng the course of the novel7'

1

When the nove ‘gas flrst publlshed MOOre s. portrayal of Kate

s

_resulted in a somewhat typlcal Victorlan reactlon by his contemporary L

: readers. David Chrrstle Murray compla;ns of the characters in A

™ . . : B

»HMITISWlf& that SR j‘ SRR




” ”laughter and tears, e sympathy and pity. ' Follow1ng Zola E

) ; j

~by thelr nerves and hlood w1thout free w1ll drawn into each attion 5/

. of thelr liVes by the inexorable laws of their phy51c§¥ nature.rd‘j;[>¢;4

anlmal 1magery 1ncreases as Kate becom 3"

‘fJIn their many battles,.she and Dick'(

5tears raw flesh" (299) Finally, Kate is described as. "living:upon ff‘j:'

88

“ .

[Moore] . . has never once got under the skin of any ,
one of his. people . . -
' He neither loves nor hates, nor, indeed, except for = ¥ S
‘his own sake, is for a second even faintly interested: . ~
- .He is there to make a book, and these people offer e
o "excellent material for a book. He is astonishingly o
: vlndustrious, and his minuteness is without‘end, but he Ll T .
never warms té his subject. His aim, in short, . is one. == "~ -
of total artistic selfishness. ‘It is very likely that
he would actept this stﬁtément of his stapdggint, and -
would justify it as the only standpoint of an artist
) But it is answerable for the fact that his pages are ;5§;~u
sterile of laughter and tears, of sympathy and of pity. Toa

-

Dt

He is right, of course, about Moore wish1ng to avoid responses of

K

RIS

precepts, Moore was trylng tj c'eate characters chmpletely domlnated

~(-v.‘

In the serv1ce of this aim, anlmal" epithets are attached to Kate (as ’:f; af.i

oo : e

well as_to. Back) throughout the noVel bu *espec1ally 1n the section

4dealing wlth Kate s alcoholism Kate amkng the actors 1s described 2; ~\\\\! ;ff

l J*"—'; -l

"a tame sparrow among swallows" (139) aAd later she 15 "docile as a ,';“:f‘ "
/ - .

Asheep B when D1ck is tlred from walking he 1s likened to a "jaded
"{'hﬁgse and a. scavenger dog" (253) and often he 1s co pared to a bull

| ;(28Q 293) or. an- elephant (292)t"_Toward the end of the novel/this :,?»K{i?z)‘;

/ :1;} R
"nd re brutaliz el g
o g st

7/ ""tw° quarrelllpg ' :x

/




"instinct of 4n animal to revenge" (315), is like a tiger (314), a
" panther (316), "a tired animal thinking of its stable" (337), "a
jaded animal" (346) and finally becomes "limp as a wet chicken" (320)

and "miserable as a homeless dog" (348).

AN

This -is an amazing array of beasts, but in the end it does not

convey the impression of the gharactegs' bestiality, Peter Ure %

remarks that - .

- : | :

-In A Mummer's Wlfe despite the Zolaesque hlgh relief in
which much of the detail is drawn, there is- surprisingly
little feeling that the characters are merely stalking-
horses for the manners. Though Moore may think of his
characters ‘as typical and sometimes lectures us on the
middle-class woman and similar topics with the prescribed
objectivity, their soc1al roles are countervailed by their
1ndiv1dua11t1es 34 : : :

This is true. 1In spite of Moo¥é's animal imageryy&nd-haturalistic
analyses, Kate remains stubbqrnly.different'from‘typical natﬁraliStic
characteré—as—types. In ordet to see why this is so,:it is neééssary
to examine the narrator's attitude to and presentétion of;Kéﬁe;'but
firét it is inte£esting to note a séeming,;;omaly in thig regaFd in
the three French'novels I discuséed earlier.

Much ;s the naturalistic dovelists wished to avoid idiosynérasy

: ) ‘ A .

ip'their portrayal of character~and’to'exaﬁine "typical" personality
cohfigurationé (in order "to .master -certain phenomena_of au i'ntél'lec“tuél“ :
.and persQnal <3rderq;'55: as "Zola put it), their ed?liest attempts
were failures in this réspect. In their "diéghoéi; 6fn§bcial’ilis,vl‘

Flaubert,. the Goncourts and Zola in fact created characters‘who were

;
L}
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not -only exceptional, but extremely exceptional. Despite Flaubert's
repeated declaration that "art ié not made for the depiction of

exceptions," Emma Bovary is an undeniably extraordinary character.

Baudelaire sees her as having "Yeal greatness" as a result of her

4 .
1

"magculine" nature,56,and‘when HSﬁiy James asserts .that "the nature of :
: , , : o | o
her consciousness and the play of her mind . . . not only . ,
represent her state;.. . . they represent the state . . . of all

. ’ L - 1157
persons like her, persons romantically determined, he seems to be

referring to her as a symbol (with attendant greatness) rather than\

as a mere type. Germinie Lacerteux is also exceptional, exceptional -~~~

as a resuitvof ﬁer extreme ugl}ness and the macabrq’cruelty'of4
situation:‘ As-Auéfbach points oﬁt, "As soon as'we examinebthe‘¢ontent
[of GerminiebLacgrteuxT carefuliy, we_recognize the driving force to be
E an aestﬁeqic andbnot a social impulse. Tﬁe subject treateq is not one
which éoncerng thé centef of the social sfructure; i£,is aﬁétféﬁéé/;ﬁd
igdividugl marginal pﬁenomenon."5§4 Thérése Réé&in, as well,kcontains
chargcterswhoée;éarnalappetitesdreso extraordinary thét the chéraczers
theﬁselQES\ultimately‘seeﬁ bizarre réther than typical; certainly no
diagnosis of a comﬁon "social ill”.could'be made from a study ofrﬁ
- Thérese and_Laurent. It was not gntii'later, in novels éuch as
+L'Assommoir, that Zola could brdly»be‘said'to portray "types.”‘

bs have already commented on Kate'ér"ordina;ineSS” in comparison
bpth to these thréeieérly naturalistic no&el—heroines and to Isabel
Sleaford. Kate is ordinary, bdﬁ is she also a'generalized "type"

rather than a unique individual? Emma, Germinie and Thérése are

' . ~

“\

N
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\

individualized because of their narrators’ fascination with their
‘particular neuroses, and Isabel is individuallzed because offMiss

Braddon s affection for her what iS\Moore s attitude to Kate and

vy

how does it compare to Zola's complete indifference'to Gervai;$; for
example?

Peter'Ure sees Moore's.stanCe toward hiS'main_character‘as‘"the
studied cruelty of an aesthete/or of a practitioner of thefscientific

", ,60 nd

inovel”;SQ.Stuart Sherman describes it as '"contemptuous pity";
Phyllis Harris Duckworth characterizes it as "compassion" and thinks
that A Mummer's wife is possibly a tragedy 61 Such vastlyivaried
critical oplnions indicate the difficulty of p1np01nting Moore's
opinion of Kate, and this, as 1 shall Show, is one of the nbvel's

most naturalistic featurés.

lhe narrator\describes Kate's sentimentality, the cause'of all her
troubles, inthe very'first scene of the novel,,in whichishe feels

much tenderness towaﬁds the\suffering Ralph because of hlS illness
‘Although he acknowledges that-it is unrealistic ("She forgot how he
often rendered her life miserable well nigh unbearable, ‘by. small
.vices, faults that defy definition, unending selfishness and unceasing

1rr1tab111ty " [l3]) the narrator describes this tehderness as one of

those simple and ardent emotions that spring from. the human heart like

\\‘\flowers from the earth".(lB). This ardly sounds like anythlng Emma

~.

Bovar?\would ever be likely to feel (a though- it sounds Very much 1ike
somethlng one of. the gentle characters in Moore's' later fiction would

be llkely to'feel). "The note of tenderness isAunmiStakable; Moore

. N
.



- spoken of as*belngrthe nearest and-the dearest Kate was satlsfmed.,

o of the book that she would have acted in the same way (39). Tﬁe i

"_ polnt,\however, is»that she does‘not act<1n the»same'wayﬂ" Kate is

- for ever" [l37]), and the reality does -not f1t the dream

- .
obviously does not actively dislike Kate as Flaubert does Emmd , nor -

4

1s he coldly indifferenttto‘her as Zola is to;Gervaise. TH? warmth.of.

o

such statements is offset, however, by thefcondescending tone of the"‘.--,.

narrator in other descriptions"of'Katefs romantieism,'shch'as the-7‘"

following "With mild sentiments‘of regret she read through the slips

< . *

of newspaper. They were gll the same, but as long as any one ‘was gh

Even the bonbon mottoes, of whlch there were,large numbers, drew from e

her the. deepest s1ghs" (90).. Obv1ously M00re dOes not feel the same:'l
% 3

1ndulgent fondness for,his heroine that Miss Braddon feels for Isabel

O% The Doctor s Wlfe, in fact the narrator in A Mummer s Wlfe remarks.

that "The grotesque mlxture of pﬂose and poetry,pboth equally false,

E used to enchant Kate, and she always ncied‘had‘she been the\heroine.:

| <

‘not, as Héywood believes,'”proof against'the*temptations.of theu

* 62

N N . . . N . L Sl . N ) ) [
i’While the narratorfis.tolerant,of Kate's“sentimentality (whiCh is =

stressed untll the end of the novel when the prostltutes call her

t‘"Sentlmentaviate‘ [347]), thlS does not stop h1m from lettlng 1t lead; -

- her into trouble. ~It causeS’henfto-run away'w1th‘chk w1th unreallst107

. 5 “
expectations (“She was g01ng away, w1th chk, to be loved and llve happy :

s

~The worldjis~for'éver-out of tune with:our desires; and - ‘
. ~although her present surroundings were by many. times .

<



:was nearly unconscious," is significant, as it indicates a typical :A‘.=f

'tf-ndistanc1ng” device that M00re uses frequently in his portrayal of Katet-t

-through direct authorial commentary, but also through the characters
?Ethoughts and feelings and the extent of ‘the narrator s concurrence in

' such thoughts and feelings., As soon as Isabel renounces Roland for ;ggg?:'

Ev with Emma $§ musings, on the other hand is evident throughout Madamet:”aVifj

' fBovary The revelation of their thoughts and feelings is also primar-"'

. handsomer than those" she had left the sum of inward and
"'outward contradictious remained as evenly balanced, as ever. =
' The hazy dream she had dreamed of love and elopement had - e
, not- been accomplished and the brutality of every proof of T
- this wounded her sensibilities,.‘ff ; ;;‘.vq
" But of the secret of her disappointment she was nearly I
: unconscious.;t,s'l_ (147) N L E vv$<3;j

NE

This!last statement of the secret of her disappointment sheiirfﬁb

‘1

[ B s

The attitude of a narrator toward his characters is revealed not only -
. ; W}
Al N \B

el

; . s ) e

Ny
-

. ' A

example, MlSS Braddon endorses her good" thoughts' Flaubert s disgust’

2

'“1ly what 1nd1viduallzes the maln characters of most Victorian novels.v»"

)

"Naturalistic characters, as Zola says in the Preface to Therese Raquln,

='were to haVef a»completekabsence of-soul." Zola himself generally j/ﬁ'-*

,/,

':managed to effect this, as Brian Nlcholas remarks, Gervaise is. devoid\\

of nearly all mental processes.63.,7:g;'.;”;f'_dz ;','. S : vj;t‘v~: i
Ul : 3 ‘ RO ' ) »

It 1s difficult to dfscern Moore s attltudefto Kate because,if

:_although she is a- more 1ntelligent and more likeable character than

Gervaise her mental processes Seem to be almOst as non—existent.

Many of her thoughts, in fact are,obscnred:inrexactly the,same?way;as‘

”they are in the above passage;jlt'is not at all unusual for Kate to be



f"neatl& unconsdious of why she is disappointed Moore uses’ her:"

romantlc dreamihess as a convenient device for 1ncreasing Kate s ,;

. L — .
+

.distance from the narrator, from the reader, and ultim”tely from her—li'

)

3'fjself Thus the narrator s obJectlvity towards Kate is ensured and

. . . . g N . v._ f‘ N “.N,

hoped that Mrs. ‘Ede would notmkeep her 1ongfwa1t1ng R
.. Then as her. thoughts detached themseives, she remembereddé“'W
' j*the actor whom. they expecﬁgd that afternoon. - .
'tthe word trouble® went . through. her mind she pauseﬂ :
arrested by, a pa551ng feeling of sentgmentallty, butflt
explalned nothlng, defined, nothlng, oniy touched her. as
. a breeze does a' flower, and fioated away.. . The dreamy SR
Awarmth’ ‘of ‘the fire, ‘absorbed: Ker' more. dlrect feellngs,}jfpf,”
‘ l’7and for ‘some moments:-she dozed in a haze of dim- sensu0us—’
:j;'_'h 'Qness ‘and emotive numbness. As' in a ‘dusky glass ‘she. saw:
o herself a. tender, loving, but unhappy womanj'. . ...
 Whénever she attempted to find definite shapes in’ the
glowing colours, they Vanlshed in a blurred confu51on
(21 22 my itallcs) e S e

. . 1Y N . . T g ; s ‘ : <"< .
. N

The 1tallcized terms whlch 1ndicate the extent of Kate s vagueness ,,"'

-

are ones that ocpur again and agaln throughout the novel espec1ally

at 51gnif1cant tlmes in Kate s life When D1ck suggests klssin' her at

'the pottery factory,g"she had nelther the w1ll nor the sensation of what“li"
fshe dld ;ff A vague feeling of how nice, how kind he was, rushed
f_through her (64), after she leaves the factory,_"Subjectlvely, nothlng
':was clear' a Vell hung, as 1t were,vbetween Her and herself" (68), when .

v

ITShe dlscusses chk W1th MlSs Hender ”She w1shed to leave everythlng,
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theﬁfacts as well as her conceptibn of them, in the vague" (78), after .

mind no’.

surprised" or

herself

. "."ﬁidualiZed
) thoughts, 1n effect, we are told GVer and over again that she doesfnot

o have any
occa31ons on which we arh admitted to: her inner workings) can hardly

'be Sald to( con stitute "thoughts

she realizes she is- in love with Dick

went a change
. . . N Vv 'S

¥

applied to Kate '8 thought processes many times,.and she is often

' romantic daydreaming about her lodger, she does not

'.'This dreamy vagueness effectively prevents Kate from being too ipdiv-_

. .were clear spaces deep, in her imagination, as the de
- of the sky where passed a multitude of infinite31mal
‘tions—words spoken, tender answers that gave place

* desires as fragile as the tints of roses, thlngs an

+

"her character gradually under~',f

bum "There was’ no internal struggle; no analysis of

o l‘
conscious change" (86) The word "unconsciously ’isl_ |

T e

b

astonished" by her own reactions As she indulges in/:h,

€,

-

&

‘ By times, when she remembered thé pious,_religious life SRR

" she had: been ‘brought..up’ in, she ‘started, unable to under~ - -1 -

»'"stand her present attltude ‘of mlnd, and then when she . -
looked into her own soul’ she saw there a wicked,: violent

'nwoman whom she - did not know

e

We\do not identify with her, because we are not given %er,'

e

".

Her dreamy\reveries in church and at the theatre (two i

I

At,church

../_’!/ ;

the heads of the'

o

'"Everything swayed before her in a mist;

cohgregation appeared like a’dark sea, and the white walls
Eths‘

ensa-
t once

to. pleadings and kissesy sensations like soft: odours} .
d/places"-

the most different flowed in and out of " each other, -

Aproducing a confused but ‘harmonious vision of a&dib e colour

and visible" sound-'and the constantly recurring phrase, ."He

~will be back in three months," shed shuddering gleaps of

silver dpen her dream as w1ll a passing w1nd ‘over. & calm @

~ sea.. (84) TR T
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,& ‘Her tgaction to the first -performance she sees at'the theatre is
"o [ mr.h‘ l .’j ' - . ) ;“. ’ . . ’
asiﬁilar:',_- . ST '
K P o Lo ,@ L

o

-~

[The mu31c] was ‘sung separately and in unlson and it
4 ypenetrated winding and unwinding itself into the deepest

R '¥'reCesd§§ of Kate's mind. It seduced like a deep slow
-f,‘ . . pérfume; it caressed with the long’ undulatlons of a
L ' - b!autiful snake 3nd the mystery of a gracéful cat. It
. { .U -went and ft came, stretching forth invisible hands, as

i ‘ ‘might’ girens leaning out of blue ocean waters; it whis-

pered, as they might; of. fair pleasure places where scent,
S S -and music, and .love are one, where lovers never grow weary,
o~ .+ and where klgses endure for ever. She.was conscious of
' deep self contentment of dreamy idleness, of sad languor,
and the charm to whch she abandoned herself resembled the
enervations of " a beautiful climate, the floating softness.
“of a church and she yearned for her lover and the fanciful
"life of which he was the centre’as one mlght for some 1deal
fatherl nd. On the sweet current of . the music she Wwas
"mcarrled far away,,far beyond: the great. hills 1nto the\land
of sleep, dream, and haze, and a wonderful tenderness swam
within her as loose and as dim as the green sea depths that
a wave never stirs.- She struggled, but it was only as one
in 'a drejm strives. to 1ift himself out of the power that
. holds; and when the conductor waved his stick for the last
S timey "and tt curtaln came down amid deafening applause,
T irritated and \enervated, she shrank from Miss Hender, as if
anx1ous not. tojbe wholly awakened T . .

Théfe lg ts\of fancy are couched in beaut1fully poetlc language,

.

but they do nothelp us to thlnk of her as anythlng but a- sentlmental

. 7

o .

’mlddle—class ‘woman, whlch is of course exactly how Moore wants us to
thinkvof.her, | |
Similarly,.there are very few instances of free indirect spéeCh
'iln.A'Mummerfs‘Wife and those that do'exlst, not‘surprlslngly, are-
\ahout fantasy‘rather than reallty At her WEddlng, for example, Kate s

“thoughts consist;of the folLoWing romantic imaginings:



‘.“indirect speech

. . ;
- ‘ , \ ) .
. . .
. . , . s ,
: . - c

What more could she desire? She would go on acting, and
Dick would eontinue to love her. . By some special inter—
 position of Providence all the hazards of existence over -
which she might have’ fallen appeared to have been swept
.aside. What broader: road could a womén Hope to walk in
_ than the one that lay before her in all its. ¢lear "‘and .
_ bland serenity’ Oh, how good God had been to her! how -
good He was going to be!™ Her child! his child! What-
sweetness' therge was in the words! and what a tie it would
be to them! what'a source of future happiness' (226)

The narrator 's. pitying irony is apparent here, as- it is in Kate s
Afangry JuStlficationS for drinking and fighting w1th Dick later on in'

’ -1the book The following, for example,'is also an’ instance of free' $\\g'

A

L "zAh' if the baby had lived .she would have ‘had, something to
live for; but now she,was alone; she was deserted. “Dick
“ ¢dred for her no longer It was very éruel What had she

~done. to merit such unhappiness? . . . . ' If she did drink,
it was jealousy that drove. h\\\to it. Why wasn't he faith-
- ful to her? Had she not given up\evérythigg for him? . Whyi..u*
©did he want to be always: running-after a Tot-of other ‘women?
- Where was ‘he .now,: she'd, like to know? ., ' . .  Oh, good
- heavens! how her head was Splitting' What would she not -
 give to be. all right’ Jjust. for a couple ‘of hours, Justs long
enough to go and tell that beast of a husband of heré what
- a'pig he. was, and let the whole theatre know how he’ was :
> ‘treating his wife., It was he who drove her to drink.. Yes,
 she would go and do this.: Her head, it was true, seemed as
if it were going to roll off her shoulders, but a good -
 sponging. would do it good ‘and then a bottle or two of -
soda would put her quite straight-—so straight that nobody
' .would ‘know that she had tbuched a: drop (289 299 300)

%

None of these glimpses of Kate s inner self shed much light on her

e 'character, and we. neither like nor: dislike her because of them

. E
. .

Although she is not exactly a human animal, then Kate is a

naturalistic ”type rather than a "character" in the English sense,-and



Y
--

her storyvis therefore not the‘"tragedy"'that Duckworth suggetg%'
‘Moore (and the reader) does not care enough about her for that » even '
' though;his attitude iS'nOt'the studied cruelty ‘that Ure Suggests;'

‘ Perhaps Sherman's'"conté&gtuous pity" comes.closest'to an aceurate
description of Moore s attitude, although contemptuous might'be_,“

-

omitted in A Mummer's Wlfe may k discerned think the beginnings

of what Graham Hough would later see as the ”charity of‘EstherHWaters.

. In any case, Moore s use of Kate s.vagueness‘as a distanc1ng

dev1ce 1n A Mummer s Wife. is extremely skillful ; It ensures thdg .);;9-
] o F!

, ob3ect1v1ty and scientific attitude of the novel far betterp%han

a

he narrator s constant reminders of these things, which are 31mply SRR

I“_

"irritating.l It is likely that Mbore borrowed" this dev1ce from Zola,,

: in the 1ntroduct10n to hlS translatlon of Therese Raqu1n, L. W Tancock

comments on the astonishlng vagueness of this young man [Zola] who
,jclaimed to be d01ng a piece of exact scient fic writing 'vSome‘f‘ﬁ
. 1rresistible'urge seems_to force him to;useHSuch expressions §s

une vague sensation'de . . ., une sort de Vague Tmpression-de. . .,
N U A S
:une espece de. . ., je ne.sals gquel. . . , as though a plain, precise

o B I R R . PN RS LU
'M'nounnor,adjective.would bé~inadequate.”64 -Therese, like Kate;-has no -
_very definite thoughts‘or feelings thh which the reader can 1dcnt1fy,v

'[Leven though she is ‘an outstandlng character in other ways.

e

This tendency toward vagueness also prevents Kate from under-

fstandlng what 1s happening to her and why Even when she tries\to’
*make senSe of her 51tuation,_all that happens is that "She saw in her- N
"_‘self a sort of helpless martyr to circumstances, and unconsc1ouslg she ', N



: to stop it.

"01\"' ) - ’ h. “
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-attain” (210 [my italics]). Even at the end of the ‘nove l when she '
;tries to*gxplain to Mogtgomery what has happened to her, all she can~‘t

- (D o - | .- ’ .
3 ‘ . v

"You have. been ver kind——oh' very kind, and I often think
\Qf it. -Aht everyb§ﬂy has,. all my -life 1ong, been - very good
tobme, it is 1 dlone who am to. blame, ‘who -am in: fault.v; :

. have, I know I have, been very wicked, and 1 don' t know why 's=

I did not mean it; I know I didn' t, for I ‘am not at - heart .

a w1cked woman.: T suppose things must have gone against me,’~"

that S about all " (327)

—

. ,This echoes the fatallstic conclu31on of Germinie Lacerteux’that "Je suis ‘
. o 65.

alheureuse Je n' ai pas de c ance Moi de abord rien ne me reuss1t "

'.,}In the rev1sed Version of the novel w1thout the narrator S . explanation

: ment thls 1n fact seems to constitute the ' moral” of the novel insofar

as t-haS‘one.. Kate s downfall does not seem to be as inevitable as

‘

’vfMoo e would have us’ believe yet she seems to have had very little power

A

' 13
Her "décheance,'

'\

'-.’f*‘Hone remarks,'.7'f__ T L .'ﬂi§ S

\; S A lesser artist: would have made the world appear cruel to .
‘ ' ’Kate s drink-sodden. mind buit the good-natured helpfulness ]f
‘ of friends, land- ladies, doorkeepers and streetwalkers in.
" the closing London scenes ‘only increases Kate s sense:of -

isolatlon by making it obvious even to- her that her sole xi"v"

enemy is her own weakness of character 66

1

"drew comparlsgns between the . life she led and the life she had hoped to ”:f

lr*of the‘anevitabillty of such a change of environment on such a tempera— '

inzfact, is'interesting It is clearly "her own | -

7 fault, " and yet she never appears to have. freedom of - choice ‘vAs Josephf“‘i1
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This weakness of character'" however, bears 1ittle relation to what

' " . s B B . ‘i‘ N
: o o~

> T U

-

“.-)'Louls-Cons ' refers to as ”the swigh of the whip of Man's Slavedrivers,-‘-

67

’Hunger and Sex._ - Kate s weakness 1s more complex than,this, and has .

nothing much to do with her thSijal "animal" nature at - all Moore ;:‘

- W~ \

imselfvrecognized this years later ahe remarks in Salve that "The

s

.’:~ /,- o
Mummer s Wife declines for she is w1thout sufficient personal con—"

e

| science to detach herself from the conventions in which she has been‘;;'

brought up 68Y"Personal consc1ence is a far cry from the determinism
of the piece of "Tottenham Court Road furniture which automatically v‘j"
: :1. J "y N "

disintegrates 1n a new atmosphere, and seems to suggest that Kate s BN

fallure to adapt to bohemianlsm was her fault Passages in the noVel;

e such as the follow1ng, however, doubly confuse the 1ssue if

The change that had come over her 31nce she lgﬁt Hanley was’ﬂ
apparent. - Phy51cally, ‘the. change was forthe better. jHer~ﬁijf.
cheeks were fuller, the lines of her face softer, her eyes- L
" had becomeless" monotonous in. colour, ‘and more provoklng '
“in expression “and - ‘she smiled ‘moye readily ‘Psychologi-= o
callv,the change was . even more - arked ~The broad, 31mple
“lines on . which her v1ews of 1i e ang’ things ‘had* formerly
been based, had become. twisted,| broken; and" confused hér - .
‘tastes were now more complex and her. desires ‘more febrile._e
‘Even her principles of. honesty had becomesshaken.~ Anec- ”_'
E dotesof clever sw1ndles no longer wounded her feelings, S
.-, she now listened: to and laughed at them w1th the rest. . The"
middle-class woman, in: akword had disappeared, and the\ SR
: _ Bohemian taken her place;: and-had it not- been for .the anger |
‘;]' w1th which she repulsed all levity of . conversation "and -the- fv
' cold way she frﬂhned upon the spicey little stories, the
‘ delight of theatrical supper—tables, the closest scrutiny
"] might have ‘failed to find a clue wherewith .to trace her 4
back to her origin, - But regarding the moral question, she i
seemed daily to’ grow more’ severe,. and many were the disputes';
L Kate and Dick had on: nhe sub;ect._ (194) '

fJ?sychOlogically, this passage?séemg1to.befsaying?Jthelchangefin:Katé -

Towe
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was?not fbf théfbettér"'"wasted, broken, and confused" hardly sounds

- 1

'like a desirable change nor do "febrile" desires and "shaken princ-‘,:g

."'1ples of honesty, Yet her anger and the °°ld ‘way she frowned upon the : :

‘

: spicey[sic]little stogies" lead directly to her down;all Whilev"

ﬁjfcrltics that the novel 1s a tract against the evils 6f alcoholism is

‘naturalistlc tharacter, in that she is more representative than

"has choice and exerc1ses it wrongly, Kate it seems, has choice but h"{fhgh
: flacks the strength of character to exerc1se it at all Similarly,,c5 -

‘f7f~Kate fails to learn anythlng as a result of her experience" contrary to

98

°'1:XIsabel Sleaford has choice and exercises it rightly, and Emma Bovary S

3

»

-

fNoel s opinion that cette personnalite n est pas statique, elle evolue

ldevant'nouS'oﬁg Kate develops not at all in fhe course of the novel

e i . . \"

_.Isabel learns her leSSOn ?and so. does the reader),‘Emma learns but too

yrlate but Kate learns nothing at all It is very difficult theréfore,v,f

3

'~to extract a moral" from A Mummer s Wlfe' the notion of some early

j;of her portrayal is countered to the extent that we care morem?bout her B ,

en L Ty T

In Kate, then Moore has created an enigma She is a genuinely

as.'-
‘.

f~ind1vidual and we identify with her hardly at all but the naturalism ‘

et . ;g

: ithan ‘we do about Gervaise, for example, and Moore himself is,not as

RS

¢ .

;vclinlcally detached from her as Zola 1s from hlS characters‘- Apart from
"'this narratorial 1ntru51ons Moore 1s 1n fact as removed from his

character as: he can be w1thout being indifferent. The result as I have' o

L

works produced by the naturalists themselves

" s1mply 1napplicable .f - ';fg.;t:»szi-"ﬁ-,’"‘fér;gf 1[ L !“’g~35.o§§f {f’

e, shown, is. a more thoroughly neutral and objactlve novel than many of the

N S
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Dick, even more clearly than Kate, is conceived as an embodiment

- ) !
of naturalistic principles. As I'noted previously, he is an entirely

mqre ordinary and mundane lover than Wither the heroic Roland Lansdéll

L N

in The Doctor's Wife'or the unscrupulous Laﬁrent in Thérése Raquin.
Dick's uncomplicated animality, which is ;onstantly stressed, is much
different than the éavage and pred;tbry lust which motivates Laurent,
because Dick's nature includes the simplg humén kindness which attracts

Kate to him in the firet place. He has a gigantic appetite and tends

4

to’ be associated with food throughout the szel (while Kate is in
childbirth, for example, Dick eats a huge meal), but he is just as e
often associated with helping other less fortunate characters. When.

the theatre company breaks up, for instance, "It was curious to see
s . -
: h

this huge man, who at a first impression would be taken for a mere mass

. -~
of sensuality, rushing about putting buns and sandwicheswinto paper

A
bags for . . . his poor chorus girls, encouraging them with kind words,

N \
and when the train began to move, waving them large and unctuous fare-

wells with his big hat" (273).
- ‘ ’ i . ’
In fact, Dick's is not so much an animal as a material nature.

' )
Unlike Kate, he is preoccupied, almost.exclusively with practical h\i; i

matters.” When they decide to run away together, for example, and Kate
o U . ,

is expressing her romantic longings, Dick takes her in his arms and
. s

"kissed her fervidly, tﬁough‘éomewhat with the air of one who deems

further explanation unnecéssary." Kate ‘continues her ‘expostulations,

<
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Dick could not help thinking-that this was.a little weari-
some. He was_ygry~f6n3/of Kate, and she liked him, and
they were going away together; so far he knew, so much had
been decided, and as far ws he could see there the matter
ended. Beiides, it was getting very late; the third act
must be now nearly over, and he had a lot of buslness to

, (/// get through (129)

In this way Dick acts as a deflationary foil for Kate's romanticism
throughout the novel. This is a Qery important function for several
reasons. First of all, in some sense the entire novel is an illustra-
tion of the pitfalls of such romanticism. Also, the dose of '"reality"
administéred_thus humourouély instead of harshly prevents the .novel
from becoming a‘tragedy; and finally, the fact that such a deflationary
point of view is providéd by a character instead of by the narrator
himself (as it i1s in The Doctor’'s Wife, fowy, example) enhances the
narrator's objectivity.

The prosaic Dick simply does not understand Kate's sentimental
yearnings, and he continues to be puzzled by them tﬁroughout the novel.
He wonders, for example, about her rigid views on."moral" matters:

Dick congratulated himself on the choice he had made, and
asaured.-himself that he would never know again the ennui
of living alone. She was one of the prettiest women you
could se