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Abstract

This thesis examines literary representations aghesws work in British and
American fiction written and published between 1848 1915. It introduces and explores
the concept of affective labour to bring to lightleevaluate the previously overlooked
labours of women in fiction. Adopting the lens ffieative labour, the study seeks to focus on
the ways in which women strive for self-fulfilmethirough forms of emotional, mental and
creative endeavour that have not always been &gpreciated as ‘work’ in critical accounts
of nineteenth-century and twentieth-century fictidhe thesis both reconsiders some well-
established and well-known novels by Elizabeth @lhs&eorge Gissing, and Arnold
Bennett, and introduces some less familiar workvbynen writers of the time. Many critical
studies of nineteenth-century fiction have con@ett on American fiction or British fiction
exclusively. This thesis has a strong transatlartiphasis, as well as a determination to look
at both canonical and non-canonical writings. & tvao main objectives. Firstly, it seeks to
demonstrate the aim of women'’s affective labourh@struggle for self-fulfilment.
Secondly, in showing how powerful narratives areegated by a persistent concern with
affective labour, the thesis seeks to re-evaluatkra-establish some valuable but largely
forgotten or neglected works of female British #&wderican writers. Accordingly, the thesis
also attempts, where possible, to record significhanges in the reception history of each
novel. The thesis is separated into two sectioasti@ One (Chapters 1-5) examines British
fiction, and Section Two (Chapters 6-9) exploreswork of American woman writers of

antebellum and post-bellum fiction.



Table of Contents

Statement of Copyright..4
Acknowledgements..5

Introduction ...6

CHAPTERS

PART I. British Literature

Chapter One: Elizabeth GaskelMary BartonandRuth..15
Chapter Two: Mary Elizabeth Braddoriady Audley’s Secret36

Chapter Three: George Gissing’se Nether WorldThe Odd Womerandin the Year of
Jubilee..48

Chapter Four: Mona CairdBhe Daughters of DanauSarah Grand’$he Beth Bogkand
Catherine L. PirkisThe Experiences of Loveday Brooke: Lady Detective

Chapter Five: Arnold BennettBhe Old Wives’ Taland May Sinclair'sThe
Creators..110
PART Il. American Fiction

Chapter Six: Fanny FernRuth Halland Louisa May Alcott’$Vork: A Story of
Experience..144

Chapter Seven: Elizabeth Stuart Phelgse Story of Avis.179

Chapter Eight: Kate Chopin'Bhe Awakening.196

Chapter Nine: Edith WhartonBhe House of MirthMary Hunter Austin’sA Woman of
Genius and Willa Cather'§he Song of the Lark214

Conclusion...244

Works Cited...248



Statement of Copyright
The copyright of this thesis rests with the autiiNw.quotation from it should be published
without the author's prior written consent and infation derived from it should be
acknowledged.

A Section from Chapter Four, was published in “Affee Labouring in Catherine L. Pirkis’
The Experiences of Loveday Brooke: Lady DetettiMee Victorian2.2 (2014).

4



Acknowledgments

| would like to take a moment to express my mastesie gratitude and appreciation
to my supervisor, Professor Stephen Regan, formggihe throughout this project. | really
have been fortunate to have a mentor who has sh&@@thmense knowledge and expertise
since the very beginning. His patience and sugperée been vital in the editing process and
countless revisions of this thesis.

| would also like to thank my advisor Dr. SimonJdmes, and Dr. Richard Sugg here
in Durham, as well as my professors at the Enddispartment at Queens College. Their
collective insight, criticism, and willingness tone over the chapters of this paper have
proven instrumental time and time again.

Finally, I would like to thank all of my family aneitended friends in three different
countries who have assisted in this project’s cetnmh: first and foremost, my parents, who
have offered their unwavering love, encouragenend,support; my friends in New York
and Greece for never saying no to proofreadingagteln, and of course my friends here in
Durham who have helped keep me sane during thesd gaars. | could not have finished

this project without all of them.



Introduction

A woman who wrote used to be considered a sortarfster. At this day it is
difficult to find one who does not write, or hag maitten, or who has not, at
least, a strong desire to do so. Gridirons andidgmeedles are getting
monotonous. A part of their time the women of tg-dee content to devote
their consideration when necessary; but you wiklsafind one—at least
among women whthink—who does not silently rebel against allowing them
a monopoly.

What? You inquire, would you encourage, in the gnésvercrowded
state of the literary market, any more women séefsf? Stop a bit. It does not
follow that she should wish or seek to give theldi@rhat she has written. |
look around and see innumerable women, to whosemndoveless life this
would be improvement and solace, and | say to theite! Write, if it will
make that life brighter, happier, or less monotanaurite! it will be a safe
outlet for thoughts and feelings....

Fanny Fern, “The Women of 1867”

The extraordinary woman depends on the ordinary avortt is only when we
know what were the conditions of the average wosafeé—the number of
her children, whether she had money of her owshéf had a room to herself,
if she had servants, whether part of the housewaskher task—it is only
when we can measure the way of life and the expezief life made possible
to the ordinary woman that we can account for tleeass or failure of the
extraordinary woman as a writer....

Strange spaces of silence seem to separate one péactivity from
another....

Law and custom were of course largely responsiti¢hiese strange
intermissions of silence and speech....

Thus it is clear that the extraordinary outbursfictfon in the beginning of
the nineteenth century in England was heraldechbymerable slight changes
in law and customs and manners.

Virginia Woolf, “Women and FictioR”

Why did women face so many difficulties when trytogoe considered as serious writers?
And why are some women writers still not fully appiated or adequately represented on

canons of literary study? In the passages aboveyyHaern and Virginia Woolf reveal

important sentiments on the subject of the womatewi~or Fern, writing was an escape—a

! “The Women of 1867,New York LedgefNew York] 10 Aug. 1867, rpt. ilRuth Hall and other Writingsed.
Joyce W. Warren (New Brunswick, NJ: Rutgers UP,6)@B!2-3.

2“\Women and Fiction, The Forum[New York] Mar. 1929, rpt. itVirginia Woolf: Women and Writingd.
Michele Barrett (London: The Women's Press, 1978b4
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way for women to overcome the tedium of culturgitgscribed labours, and improve the
quality of their lives. Yet, women in the literamyarketplace were not met with enthusiasm.
As Woolf points out, “the extraordinary outburstfiction in the beginning of the nineteenth
century in England was heralded by innumerablénskibanges in law and customs and
manners.” Although women writers eventually becavdely accepted, it is still important
to remember that they were once regarded as memméw scribblers.”

| initially began this thesis as a study of neglddBritish and American women
writers who have been excluded from the literanyora | wanted to recover and re-evaluate
their works to show their artistry and complexapnd establish that they were of a similar
calibre to those of male contemporaries. Over tanel, after much research, the project
evolved into a study that would be inherently sgemif it included both men and women
writers, and both part of, and excluded by, theooamot because the forgotten texts are
inferior to those that are now considered clagsit because texts such as Mary Austin’s
Woman of Geniuare as complex as Edith WhartoAdHouse of MirthAs a result, | have
examined works by George Gissing and Arnold Bena&ihgside prolific women writers
such as Edith Wharton and Willa Cather, and everidigotten novelists, Elizabeth Stuart
Phelps and Mary Austin. By encompassing such a speéetrum of works, my thesis has
become a comprehensive and transatlantic studyofem’s fiction in the nineteenth and
twentieth centuries.

Scholarship on nineteenth-century literature car@to be a popular and a

burgeoning field of studyNina Baym, Anne E. Boyd, Susan K. Harris, Lind&,Hdaren L.

3 For studies of British fiction, see Joe Brajie Female Reader in the English Novel: From Butoeusten
(New York: Routledge, 2009); Robert L. Caserio, &teiment Hawes, edsihe Cambridge History of the
English Nove[Cambridge: Cambridge UP, 2012); Terry Eaglefdre English Novel: An Introduction
(Malden, MA: Blackwell Pub., 2005); Arnold Kettl&n Introduction to the English Novebl. | & 1l (London:
Hutchinson, 1967); Raymond WilliamBhe English Novel from Dickens to Lawrerftendon: Chatto &
Windus, 1970). For studies of American fiction, &xegg CraneThe Cambridge Introduction to the
Nineteenth-Century American Noy€lambridge: Cambridge UP, 2007); Amy Kapl@hg Social Construction
of American RealisrChicago: University of Chicago Press, 1988); RbPaul Lamb, and G.R. Thompson,
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Kilcup, and Elaine Showalter, are just a few of $kbolars who have written about the
forgotten nineteenth-century novels by American wafmSimilarly, Gail Cunningham, Ann
Heilmann, Ellen Moers, Mary Poovey, and Lyn Pykette considered various aspects of the
Victorian novel® Although all of these critics have provided mansightful interpretations

of literary works, within this domain of British drAmerican fiction, | am interested in the
importance of work, specifically women’s work.

One of the major developments in the depictiowarik is Raymond Williams’ study
of the English novel. IThe English Novel from Dickens to Lawrenéalliams examines the
ways in which the Industrial Revolution affecte@dary tradition. By focusing on a small
period of time—the 1840s—Williams comprehensivetymbnstrates how the changes in
economy, urban development, and labour influencegli€h novelists and their works. For
example, when considering Thomas Hardy, Willianwuses on the depiction of farming and
other agricultural labours; similarly, in Charlegkens’ fiction, various patterns of industrial
labour and urban settings are of importance.

It is evident that Williams’ contribution is espalty valuable. In the past, areas of
labour, especially labour in the non-traditionals® have not always been documented in
criticism. Using an approach similar to that of Meiins, my thesis will focus on evaluating

literary works through the lens of affective laboMiy project will examine a range of

eds.,A Companion to American Fiction, 1865-19Qixford: Wiley-Blackwell, 2009); Brian Le&merican
Fiction, 1865-194(London: Longman, 1987).

* See Nina BaymWoman'’s Fiction: A Guide to Novels by and About \Mfoin America, 1820-

1870(Ithaca, NY: Cornell UP, 1978); Anne E. Bowriting for Immortality: Women and the Emergence of
High Literary Culture in AmericgBaltimore: Johns Hopkins UP, 2004); Susan K. ldat®th-century
American Women's Novels: Interpretative Strate¢f@mmbridge: Cambridge UP, 1990); Linda HufPortrait
of the Artist as a Young Woman: The Writer as Hexdn American LiteraturéNew York: F. Ungar
Publications, 1983Karen L. Kilcup, edNineteenth-century American Women Writers: A GiitReader
(Malden, MA: Blackwell, 1998); Elaine Showaltér,Jury of Her Peers: American Women Writers frome\n
Bradstreet to Annie Proul{_ondon: Virago, 2010).

® See Gail Cunningharithe New Woman and the Victorian Nofhéw York: Barnes &

Noble, 1978); Ann Heilmanmew Woman Fiction: Women Writing First-wave Fernmnfsondon:
Macmillan, 2000); Ellen Moerg.iterary Women: The Great Write(condon: Women'’s Press, 1978); Mary
Poovey,Uneven Developments: The Ideological Work of Gemdbtid-Victorian EnglandLondon: Virago
Press, 1989); Lyn Pykefthe “Improper” Feminine: The Women's Sensation Nlanel the New Woman
Writing (London: Routledge, 1992).



novels, some well-known, others less so, somegbdine literary canon, others excluded, so
that enhanced readings will be possible, and neighits will be gained.

It is first imperative to understand the relati@tvieeen labour and work. In
Keywords: A Vocabulary of Culture and Socjigaymond Williams comprehensively
defines both terms. Work refers to anything hatondo with “paid employment,”
specifically as “steady’ or timed work, or workirigr a wage or salary’’On the other hand,
labour has a more complicated meaning. Prior tdritlestrial Revolution, labour had to do
with “ploughing or working the land, but also extiex to other kinds of manual work and to
any kind of difficult effort.” This definition altered with the Industrial Revtan and
capitalism. According to Williams, “where laboun,its most general use, had meant all
productive work, it now came to mean that elemémiroduction which in combination with
capital and materials produced commoditiesliider these definitions, labour correlates to
any employment that produces capital. While thig seem a simple demarcation, it is
problematic in that it largely ignores the unpatdurs of women, i.e. housework and child
rearing. To represent and recognise these labbusg, an entirely separate term: affective
labour.

The idea of affective or immaterial labour in redatto capitalism, was first defined
and discussed by Michael Hardt and Antonio Negriyimerous work$ According to Hardt
and Negri inMultitude: War and Democracy in the Age of Empwéh industrialization

» 10

came “what has been traditionally called ‘womentrky” = this has been previously

described as “caring labour, kin work, nurturinglamaternal activities' In Hardt's essay

¢ Raymond WilliamsKeywords: A Vocabulary of Culture and Soci@tgndon: Fontana Press, 1988) 335.
" Williams 176.

® Williams 177.

° For information on a capitalist society and immialdabour, see Michael Hardt's essay “Affectivatiour,”
Boundary 226. 2 (1999): 89-100; Michael Hardt, and Antoniegi, “Value and Affect,Boundary2 26. 2
(1999): 77-88; Michael Hardt, and Antonio Nedpiultitude: War and Democracy in the Age of Empire
(London: Penguin Books, 2006); Michael Hardt, andohio Negri,Empire(London: Harvard UP, 2000).
9 Hardt, and NegriMultitude: War and Democracy in the Age of Empif.

" Hardt, “Affective Labour” 97.



“Affective Labour,” affective/immaterial labour tefined as a “labour... that produces an
immaterial good, such as service, knowledge, ormaanication.*? Moreover this labour
deals with “tasks that involve ‘problem-solving §&problem- identifying.”™* Thus,
affective labour also encompasses activities ohtlmal: that is planning, or strategizing for
one’s future. Otherwise coined by feminist writass“labour in the bodily modé:or even
emotional labour, affective labour can also invdipeducing affects, relationships and
forms of communication and cooperation among cérdm the family, and in the
community.™®

A further definition of affective labour is offerdxy Maurizio Lazzarato in
“Immaterial Labour.” He concludes that “the kindsagtivities involved in defining and
fixing cultural and artistic standards, fashions \iell as] tastes* are immaterial labour.
Activities such as singing, painting, and writigge all affective not only because they use
the emotional, creative and imaginative facultiethe mind, and because they create art by
exercising skills: “intellectual skills, as regattie cultural-informational content; manual
skills for the ability to combine creativity, imagition, and technical and manual labour; and
entrepreneurial skills in the management of saelations and the structuring of that social
cooperation of which they are paftf.By identifying these unconventional labours and
defining them as affective, Lazarrato draws attento mental, emotional, and domestic
labours that have previously been discredited. cdmeept of affective labour therefore

serves to demonstrate that there are other kind®ik beyond the traditional and industrial

definition.

2 Hardt, “Affective Labour” 94.

13 Hardt, “Affective Labour” 94.

1 Hardt, “Affective Labour” 96.

!5 Hardt, and NegriMultitude: War and Democracy in the Age of Emit®.

16 Maurizio Lazzarato, “Immaterial LabotiRadical Thought In Italy: A Potential Politiceds. Michael Hardt
and Paolo Virno (Minneapolis: University of Minnéad’ress, 1996) 133.

" Lazzarato 136.
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Although this thesis builds on the concept of affeclabour established by
Hardt, Negri, and Lazzarato, it also departs freme of their key principles. For example,
while Hardt, Negri, and Lazzarato are primarily cemed with the beneficiaries of affective
labour, this thesis takes a different approachlaokis more closely at those doing affective
labour. Furthermore, in the texts discussed inttiesis, | focus on how many of the
characters work through the medium of affect théwese as well as manipulating and
producing desired emotional outcomes. | also dssosne revealing instances where
affective labours go on in the public sphere andew receive small compensation for their
work. Although Hardt, Negri, and Lazzarato refemnffective labour as being unpaid, | still
consider these labours to be affective, due taldggee of mental and emotional
involvement.

It is important to point out that while | initiallyet forth to study solely
housework and mental and emotional labours, irctheese of looking at how work is
presented, | began to trace a specialised fornffefteave labour to do with the arts. As my
project progressed, affective labour evolved tdude creative and artistic labours such as
painting, singing, acting, and even writing. Theref a major original contribution to
scholarship is the identification and developmdmamen’s affective labour of the arts. In
some of the literature discussed in the followihgmters, women are depicted as using
affective labour to attain self-fulfilment by dewgping their artistic power. As it will be made
clear in the course of this thesis, these affedéibbeurs may be directed towards self-
fulfilment, yet there is no unified outcome; fomse characters self-fulfilment is realised
through marriage and motherhood, while for othieiis,through work, art, and even financial
and social independence.

Many studies of nineteenth-century and early twathtcentury writing have focused

on American fiction or British fiction exclusivel\y project differs in that it considers both

11



kinds of fiction side by side, and looks at workstign by both men and women. The dates,
1848-1915, covered by this thesis are also sigmfim patterns of work, especially for
women. Although no study could ever give a compnsehe social history, through novels
we do receive special insights in to periods wiaicdn’t fully recorded elsewhere. As such,
the novels explored depict various women’s labawkiding factory work, teaching, and
even labours of the arts.

In the past, extensive research has been done mremvand work® However, the
scholarship is generally historical, and most ddduses on women’s material (rather than
immaterial) labour. For instance, lvy PinchbeckN‘omen Workers and the Industrial
Revolution, 1750-185primarily focuses on the agricultural and texiildustries:® Pam
Taylor discusses domestic servitud&\omen Domestic Servants 1919-1939: A Study of a
Hidden Army, lllustrated By Servants' Own RecodlddExperiencesand Alice Kessler-
Harris examines women’s work in in the labour forc®ut to Work: A History of America's
Wage-Earning Womef! Although these are just a few examples, there isr@rmous body
of work on women and the labour force, and a vienjtéd amount on women’s immaterial,
unpaid labour. My project contributes to this anéaesearch by examining women’s
affective labours as depicted in literature.

The purpose of this study is to reconsider Bridskd American novels through the
lens of affective labour. Throughout this studysicainclude a succinct reception history of

each novel, by surveying the changes in criticegpéion from the date of publication, to the

18 For studies of women and work, see Jeanne Boyddtmme and Work: Housework, Wages, and the Ideology
of Labour in the Early Republi@®xford: Oxford UP, 1990); Sandra Burman, &t Work for Women

(London: Croom Helm, 1979); Arthur Mclvo#, History of Work in Britain, 1880-195@asingstoke: Palgrave,
2001); June Purvigjard Lessons: Lives and Education of Working Cl&snen in Nineteenth-Century
England(Minneapolis: University of Minnesota Press, 198@he RendallWWomen in an Industrializing
Society: England, 1750-18&@xford: Blackwell, 1990); Elizabeth Roberfs Woman's Place: An Oral History
of Working Class Women 1890-194Mxford: Basil Blackwell, 1984); Nicola VerdoRural Women Workers in
Nineteenth-Century England: Gender, Work and W#@ésodbridge: Boydell, 2002).

191vy Pinchbeck\Women Workers and the Industrial Revolution, 17880{London: Cass, 1969).

20 pam TaylorWomen Domestic Servants 1919-1939: A Study of deidrmy, lllustrated By Servants' Own
Recollected Experienc€Birmingham: Centre for Contemporary Studies, 19A8ixe Kessler-HarrisQut to
Work: A History of America's Wage-Earning Won@xford: Oxford UP, 1982).
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present. The thesis is separated into two secteat of which is presented chronologically.
Section one (Chapters 1-5) examines British figtaomd Section two (Chapters 6-9) surveys
American woman writers of antebellum and post-lmelfiction. Chapter 1 begins by
examining Elizabeth Gaskell’s industrial novdlary Barton: A Tale of Manchester Life
(1848). Here, | focus on how Mary Barton’s affeetiabours are directed towards preserving
her father’s secret and maintaining her lover'orence. | also introduce the concept of
artistic affective labours by discussing Margaestnlngs’ quest for self-fulfilment through
singing. | continue the chapter by looking at Gd&k&uth(1853), and the way in which

Ruth Hilton and Jemima Bradshaw are both perceagecbmmodities in a marriage market.

Chapter 2 introduces Mary Elizabeth Braddon’s aeos novelLady Audley’s
Secret(1862). Here | use the lens of affective labouexplain the motivation behind Lady
Audley’s criminality, and debunk her supposed madn€hapter 3 focuses on three of
George Gissing’s novels. Withhe Nether Worl@1889), | revisit my discussion of artistic
affective labours by examining Clara Hewitt’s agtion, and off, the stage. | then explore
Gissing’s representation of marriage and businessmanThe Odd Wome(1893) andn
the Year of Jubile€l894).

New Woman fiction is the subject of Chapter 4rdtflook at the artistic affective
labours of Hadria Fullerton and Beth Caldwell inmaoCaird’sThe Daughters of Danaus
(1894) and Sarah Grandl$ie Beth Book1897). | then examine Catherine Pirkigie
Experiences of Loveday Brooke: Lady Detecdth893) which is considered as one of the first
texts to portray a female detective. In all thregeis the protagonists try to attain self-
fulfilment and vocational success through affectalour. The final chapter on British
fiction examines early twentieth-century textsrstfconcentrate on the very different

affective labours of Constance and Sophia Baindsmold Bennett'sThe Old Wives’ Tale

13



(1908). | then turn my attention to the literarfeative labours of Jane Holland, Nina
Lempriere, and Laura Gunning in May Sinclaifilse Creatorg1910).

My discussion of American fiction (Chapter 6) begith the antebellum novBluth
Hall (1854) by Fanny Fern, and Louisa May Alcott’s peium text,Work: A Story of
Experiencg1873). Here | discuss the literary careers of Ferh Alcott. | also examine the
literary and oratorical affective labours of FerRath Hall and Alcott’'s Christie Devon to
demonstrate the new career opportunities beconviaggle to women. In Chapter 7, |
investigate Elizabeth Stuart Phelps’ constructibthe female artist iThe Story of Avis
(1877). This is also a text in which the protagtsiaffective labours are unsuccessful in
attaining self-fulfilment and autonomy: Avis Dobslartistic aspirations are ultimately
thwarted by marital constrictions. Although thigp®blematic in my examination of
affective labour, | argue that it demonstratesstineggles women faced when trying to
proclaim their own independence.

Similarly, Chapter 8 also examines a text thasddenecessarily offer a reassuring
narrative. The last text of nineteenth-century Aigeen fiction to be considered in the thesis
is Kate Chopin’sThe Awakenin@1899), in which Edna Pontellier attempts andsftol attain
financial independence through affective laboure Thesis concludes by surveying three
texts of early twentieth-century American fictidn.Chapter 9, the artistic affective labours
of Mary Austin’s Olivia Lattimore irA Woman of Geniud 912) and Willa Cather’'s Thea
Kronberg inThe Song of the Larfd915) are discussed. The chapter also investighee
mental affective labours of Lily Bart in Edith Witan’s The House of Mirtt§1900).

In these pages | will consider many different $etiat provide valuable insights into
women’s lives in the nineteenth and early twentahturies. | hope that this study will
provide a wide-ranging representation of womerediin literature and a new outlook on

their labours. | intend to revive the largely igaditexts by the “scribbling women” of Britain

14



and America—by reading and appreciating women vgrigech as Mary Elizabeth Braddon,
Elizabeth Stuart Phelps, Mona Caird, and Mary Austand even discuss them alongside
texts by prolific and highly acclaimed authors sastElizabeth Gaskell, Kate Chopin, and
Edith Wharton. | have also included George Gissingprks,The NetherworldThe Odd
Womenandin the Year of Jubileeand Arnold Bennett'$he Old Wives’ Taldor two main
reasons. Firstly, | wanted to incorporate a malspective on the Woman Question, and
secondly, because they have only recently beguec&ive the kind of detailed critical
attention they deserve. Furthermore, although el@nosen texts that indicate a gradual
improvement as we move through time, | hope to destrate that the continuous struggle
the characters experience shows that some of tfutafental social issues remain. | hope
that this project will generate further comparatstedies between British and American
fiction, and motivate others to read and re-evaltaxtts that are part of, and excluded from,

the literary canon.
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Part I. British Literature

Chapter One: Elizabeth Gaskell’'sMary Barton and Ruth

My examination of British literature begins withetBocial problem novels of the mid-
nineteenth century. These works are commonly redeto as “industrial novels,” because
they represent industrial society and depict thed@mns of the industrial working class.
According to Lynette Felber,

The British novels of social protest reflect notyotme strikes, massive

unemployment, and starvation resulting from poawésts and depressed

trade, but also the social movements which sougtedtify the situation: the

efforts of the Anti-Corn Law-League to abolish ragtons on foreign

commerce, and the Chartists meetings of the latiget) which saw the

formulation of the “Six Points” calling for votingghts beyond those provided

by the Reform Bill of 18332.
Novels of this genre include Charles DickeHsrd Times(1854), George Eliot'&elix Holt
(1866), Benjamin Disraeli’'Sybil (1845), and Elizabeth GaskelRéary Barton(1848) and
North and Soutl§1855). In this chapter | will discuss two texisHlizabeth Gaskell that
explore women’s power and criticise the limitatiahat exist for women in this time period:
Mary BartonandRuth

Gaskell's first novelMary Barton: A Tale of Manchester Lif@as published as two

volumes in 1848. Due to its realistic depictionMdnchester life, the novel received positive
reviews in the newspapers. Hite ExaminerMary Bartonis “of unusual beauty and

n2

merit,”® and forThe Morning Postthe realistic depiction of “humble life in Mandater® is

! Lynette Felber, “Gaskell’s Industrial Idylls: Idegy and Formal Incongruence iary BartonandNorth and
South” Clio 18.1 (1988): 55.

2“The Literary Examiner, The ExaminefLondon] 4 Nov. 1848: 708.

3 “Literature,” The Morning PosfLondon] 24 Nov. 1848: 6.

16



commendable. IThe Athenaeurthe reviewer asserts, “[the author] is excellarthie
anatomy of feelings and motives, in the displagludracter, in the lifelike and simple use of
dialogue:—and the result is, a painful interesyware in our experiencé.According toThe
Morning Chronicle the novel is both a literary success and an adii@moral endeavor:
A work of singular pathos, earnestness, and powdtetian teeming with
salutary and most precious truths—a romance intwthie homeliest and
vulgarest of realities are shone upon by the lajla thoughtful philosophy,
and ennobled by the kindling warmth of generouspatimes ... such isary
Bartorr and we as unhesitatingly congratulate the authdraving achieved a
signal literary success, as we respectfully recgttie elevation and
generosity of her moral aim.
Recent studies of Gaskell's works continue to reédéary Bartonas a key work in Victorian
fiction. For Ellen MoersMary Barton“is a remarkable work not only for its subject teat
but for its smoothness of execution, its relaxed @nfident intermixing of the traditional
young-woman-in-search-of-a-husband story of ferfiat®n with illustrations of the
particularly brutal political economy of the Hundprties.® According to Raymond
Williams, “Mary Barton particularly in its early chapters, is the mostving response in
literature to the industrial suffering of the 1840Similarly, Annette B. Hopkins finds it to
be “the first novel to combine sincerity of purppsenvincing portrayal of character, and a
largely unprejudiced picture of certain aspectmdiistrial life.”® Due to its widespread

popularity, scholars continue to offer insightfitarpretations of the novel. For Macdonald

*“Mary Barton: A Tale of Manchester LjféThe AthenaeurfLondon] 21 Oct. 1848: 1050.
®“Mary Barton” The Morning ChronicléLondon] 26 Dec. 1848: 3.

® Ellen MoersLiterary Womer(London: Women'’s Press, 1978) 20.

" Raymond WilliamsCulture and Society: 1780-19%0ondon: Chatto & Windus, 1958) 87.
8 Annette B. Hopkins, Mary Barton Victorian Best Seller,Trollopian 3.1 (1948): 4.
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Daly, the novel is “ostensibly about the relatitie$ween labour and capitalyet, Pearl L.
Brown suggests that the novel also provides “a @mngn study of the difficulties
nineteenth-century women faced, regardless of cédsmpting to negotiate the public

sphere typically reserved for melf.Francoise Basch examines the depiction of “female

il n 12

labour™~ in Mary Barton while Lisa Surridge discusses the “crisis in nudis@ty” ~“ in the
novel. Most of the criticism oMary Bartonconcentrates on Gaskell's representation of
working-class life and gender relations. In my ek@tion of the novel, | will focus on the
affective labours of Mary Barton and Margaret Jagsaj and demonstrate how crucial these
labours are to achieving self-fulfilment.
The novel begins with a description of Green Hegdds and the millworkers who
inhabit the land:
Groups of merry and somewhat loud-talking girlspgdages might range
from twelve to twenty, came by with a buoyant stEpey were most of them
factory girls....

Their faces were not remarkable for beauty; indéezl; were below the
average, with one or two exceptions; they had tark neatly and classically
arranged, dark eyes, but sallow complexions argjular features. The only
thing to strike a passer-by was an acuteness agltigance of countenance,
which has often been noticed in a manufacturingifzdjon.

There were also numbers of boys, or rather young naenbling among

these fields, ready to bandy jokes with any ond,@articularly ready to enter

® Macdonald Daly, introductiomMary Barton: A Tale of Manchester Ljfey Elizabeth Gaskell (London:
Penguin, 1996) viii.

% pearl L. Brown, “From Elizabeth GaskelRéary Bartonto HerNorth and SouthProgress or Decline for
Women?"Victorian Literature and Cultur@8.2 (2000): 345.

! Francoise BasclRelative Creatures: Victorian Women in Society #r&lNovel, 1837-186rans. Anthony
Rudolf (London: Allen Lane, 1974) 180.

12| isa Surridge, “Working-Class Masculinitiesary Barton” Victorian Literature and Cultur@8.2 (2000):
333.
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into conversation with the girls, who, however,chflemselves aloof, not in a

shy, but rather in an independent way, assumingdifierent manner to the

noisy wit or obstreperous compliments of the I&ds.
In this passage, Gaskell is making two importambgso Factory work may provide girls with
wages, which in turn gives them a sense of indepece] yet there are also risks in working
in such proximity to men. The girls are not onlypeged to the “obstreperous compliments”
of the boys, but they are also susceptible to beeuyiced by wealthy men. Although in this
case the girls ignore the boys’ advances, Gaskeallathstrates that dangers exist through
Esther’s story. Esther initially attracts a wealdmyny officer by capitalising on her
appearance and spending “her money in dress” &).When she is unable to secure a
marriage, her suitor deserts her and their babyingddost her virtue, Esther becomes a
“fallen woman,” one who has no viable way to ealmney in a society that shuns her; as a
result, she resorts to alcohol and prostitutionh@dgh | will revisit society’s regard for the
fallen women in my discussion Buth in Mary Barton,Esther’s demise serves as a warning.

Gaskell centres her novel on the lives of Johnddeaind his daughter Mary. At the

outset, it is made clear that John is determingmdtect Mary from repeating Esther’s
mistakes. Although a second income is necessaly, Buses to let Mary work in the
factories, and views domestic servitude “as a gseai slavery” (26). Needlework being the
only other field of work available to young womdrtlze time, Mary begins to work for a
dressmaker. In addition to labouring for money, Wiassumes all the domestic
responsibilities, and even uses her own wageske&dare of household needs: “of course all
the money went through her hands, and the housan@dgements were guided by her will

and pleasure” (23). Due to domestic and finanaiesgures, Mary begins to aspire to live the

13 Elizabeth GaskellMary Barton: A Tale of Manchester Ljfed. Macdonald Daly (London: Penguin, 1996) 6-
7. All future references are to this edition andl e cited parenthetically in the text.
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life she thinks Esther has: one of affluence amiite. As such, she continually searches for
the opportunity to attract a wealthy suitor withr beauty:

She knew she was very pretty; the factory peoplead.early let Mary into

the secret of her beauty. If their remarks haefafin an unheeding ear, there

were always young men enough, in a different raoknfher own, who were

willing to compliment the pretty weaver's daugtdsithey met her in the

streets.... So with this consciousness she had éaettymined that her beauty

should make her a lady.... (26)
Mary, like Esther, wants to achieve social mohilRather than marry Jem Wilson, a boy in
the same social class, Mary will barter her beanty virginity, two assets valued highly in
the marriage market, to attain social and finamsugicess. Likewise, her admirer Harry
Carson, is prepared to bargain for her virginitserethough he has no intention of marrying
her, “feeling that at any price he must have hely be would obtain her as cheaply as he
could...” (135). Yet unlike Esther, Mary has a “kgmactical shrewdness” (81) and is aware
of the dangers in getting involved with someoneajwedlock. As such, Mary abstains from
ever getting involved with Harry sexually, and 8tsithat all their meetings occur in public.

It is at this point in the novel that the concepaffective labour is useful in

understanding the significance of Mary’s actiong.approaching the novel in terms of
affective labour, it becomes clear not only thatryvia actively pursuing marriage for
financial security and social mobility, but that Imental calculations are crucial for her
success. In her meetings with Harry, Mary oftertnags herself in a manner that will
accentuate her attributes and attract his atterftstve listened with a blush and a smile that
made her look radiant with beauty” (116). Moreoathough she “encouragels]” (123) his
attentions, she avoids all sexual advances fromyHamiting instead for his marriage

proposal. Despite her plan to improve her positioough marriage, and after “turning things
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over in her mind again and again” (132), Mary isdithat her love for Jem is stronger and
more important than any transaction.
When Jem is in danger of being convicted as Hamyurderer, Mary actively devises

a scheme to free Jem, without truly knowing whetiranot he is innocent of the crime. In the

following passage, Gaskell demonstrates Mary’'srdetetion to save Jem:
Before [Mary] had finished the necessary morningitess of dressing, and
setting her house in some kind of order, she hsehtiangled her ravelled
ideas, and arranged some kind of a plan for acliadkem was innocent (and
now, of the guilt, even the slightest participationor knowledge of, the
murder, she acquitted him with all her heart and)sbe must have been
somewhere else when the crime was committed; plplbath some others,
who bear witness to the fact, if she only knew wtterfind them. Everything
rested on her. She had heard of an alibi, andJseli¢ might mean the
deliverance she wished to accomplish.... (247)

Here, the phrase “she had disentangled her ravieées, and arranged some kind of a plan

for action,” suggests mental labour. Mary is udieg mental faculties to find a way to prove

Jem’s innocence. In the remaining pages of thelnMery travels to Liverpool, tracks down

William Wilson (who will verify Jem’s whereabouts the time of the murder), and testifies

as a witness in court. Thus, through her affedabeur, Mary is able to marry her true love,

and attain self-fulfilment.

Although Mary’s affective labour is successfulisialso detrimental to her mental and
physical health. Gaskell illustrates the exten¥lafy’s exhaustion in the following court

scenes:
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For she felt the sense, the composure, the venpsicength which she had
compelled to her aid for a time, suddenly givingywend was conscious that

she was losing all command over herself. (326)

Then she checked herself, and by a great strugglegbt herself round to an
instant's sanity. But the round of thought neveoditstill; and off she went
again; and every time her power of struggling asfdime growing delirium
grew fainter and fainter. (327)
Not only is Mary having trouble commanding her boslye is unable to comprehend what is
going on around her. While she gains enough samigyve her testimony, it is only
momentarily; when the judge announces his verdiat,goes mad and is “seized with
convulsions” (329). For Deanna L. Davis, the “s@srof Mary’'s anxiety and fatigue are

14 and for Craik, the combination of “physical andnts strains Mary

mainly emotional,
endures before and during the trial make her sulesgdpreakdown entirely naturdf”
Although Davis and Craik offer valuable interpreias, | suggest that it is primarily Mary’s
affective labour that is the driving force of hehaustion.

Mary’s excessive emotional and mental labours haxed her faculties, and in turn

her body. As a result, Mary regresses to a timenvghe felt safe: “Her mind was in the

tender state of a lately born infant’s.... She smgedtly, as a baby does when it sees its

mother tending its little cot; and continued haraoent, infantine gaze into [Jem’s] face, as if

the sight gave her much unconscious pleasure” @34Bespite temporarily losing her sanity,
Mary’'s health is rehabilitated. The novel ends viithry and Jem’s marriage, and their move

to Canada. Gaskell not only establishes Mary’s strdedication and “worship” (359) to Jem

14 Deanna L. Davis, “Feminist Critics and Literary ters: Daughters Reading Elizabeth Gask&lighs17
(1992): 523.
5 Wendy Ann CraikElizabeth Gaskell and the English Provincial Nofteindon: Methuen, 1975) 537.
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and her son, but portrays Mary’s content with herasion. Thus, Mary’s affective labour has
saved both Jem and her father, and has enabled again self-fulfilment through marriage.
Margaret also attains self-fulfilment through affee labour. Gaskell initially
describes her as a “sallow, unhealthy, sweet-lgpkioman, with a careworn look” (30).
Yet, it soon becomes apparent that beneath heahdggpearance lays a powerful singing
voice. The reader is acquainted with Margaret'stctpower when she sings for Mary and
Alice:
Margaret had both witnessed the destitution, anldtiha heart to feel it; and
withal, her voice was of that rich and rare orddrich does not require any
great compass of notes to make itself appreciatdgut.Margaret, with fixed
eye, and earnest, dreamy look, seemed to beconeandrmore absorbed in
realising to herself the woe she had been desgrilbimd which she felt might
at that very moment be suffering and hopeless wiahshort distance of their
comparative comfort.
Suddenly she burst forth with all the power of texgnificent voice, as if
a prayer from her very heart for all who were istiiss, in the grand
supplication, “Lord, remember David.” (37)
Margaret may be singing a simple folk song, ye¢, shgages her listeners with her “rich and
rare” voice and continually displays passion in performance. In fact, Margaret’s
emotional connection to the lyrics, and her abiityequally relay this emotion to her
audience, is so strong that Mary and Alice aréwith admiration: “Mary held her breath,
unwilling to lose a note...” (37). By defining Margd’s singing as affective labour, we can
better understand the process with which she sargkthe purpose of her singing. Margaret
uses her mental and imaginative faculties to imagne circumstances of the song, and

authentically portray them through her voice. THdargaret is able to express herself,
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engage her audience, and attain self-fulfilmerdugh affective labour. According to Nicky
Losseff, one’s voice “can act as a metaphor folhatyy, for self-expression, and as an
instrument of empowerment, carrying meanings beyhose of speech and languag®.”
For Gaskell, Margaret represents the power womarhase despite being constrained by
Victorian ideals.

When Margaret’s eyesight fails and she is no loadpe to do needlework for money,
she turns to music as a possible career. She btegatsdy under Jacob Butterworth, and
even starts to earn money by singing at variousites. Moreover, it is through her voice
that she unknowingly attracts Will Wilson. When Wikars Margaret sing, he immediately
views her in a different light:

So Margaret began some of her noble old-fashionadss She knew no
modern music (for which her auditors might havenbgankful), but she
poured her rich voice out in some of the old caer®she had lately learnt
while accompanying the musical lecturer on his.tour
Mary was amused to see how the young sailor sedrezed; mouth, eyes,
all open, in order to catch every breath of sotiid.very lids refused to wink,
as if afraid in that brief proverbial interval toske a particle of the rich music
that floated through the room. For the first tirhe tdea crossed Mary's mind
that it was possible the plain little sensible Mageg, so prim and demure,
might have power over the heart of the handsonshidg, spirited Will
Wilson. (154)
The entrancement described here resembles a ssdutill is so entranced with Margaret’'s
“rich voice” and artistic power that he sits motess through her performance. In fact, he is

so smitten by Margaret that he later comparesd&rt angel from heaven” (193), and

18 Nicky Losseff, “The Voice, the Breath and the S&0dng and Poverty ifhyrza Mary Barton Alton Locke
andA Child of the Jag@ The Idea of Music in Victorian Fictioed. Sophie Fuller and Nicky Losseff
(Aldershot: Ashgate, 2004) 7.
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announces to Mary that he plans to ask Margardidohand in marriage. It is important to
establish that, unlike Mary, Margaret has no irediion to marry for social mobility or
financial security. Margaret doesn’t actively use power of her voice to attract Will; his
attraction to her is merely a by-product of her imalspower and passion. For Alice Clapp,
however, Margaret is a mere commodity in the mgeriamarket and, as a result, Will views
her as “the sexual woman more than the musicia@app continues by asserting, ‘Mary
Barton, Job Legh initiates gendered commodification efsmging woman: when Will
visits, he thinks ‘What could he do for him? He lcbask Margaret to sing’™” (180). Despite
Clapp’s assertions, Gaskell never represents Margara marriageable commaodity; aside
from her brilliant voice, Margaret has no marketadésets: she is plain, sickly, and blind.
Moreover, Gaskell maintains throughout the novat Margaret sings for self-fulfilment, and
when she goes blind, for financial support as v&ithe end of the novel it is revealed that
Margaret has married Will and has also regainecehiesight. While Gaskell never addresses
whether or not Margaret continues to sing afterrharriage, it can be assumed that she
doesn’t; not because she has no need to do sohabwtte has financial security, but most
likely because she doesn’t have time to, due toedbimresponsibilities.

In Mary Barton Gaskell gives readers great insights into thelitimms of the
working classes, particularly issues affecting womecluding prostitution. Through Mary
and Margaret, Gaskell also touches upon women’sruwentional labours; by defining them
as affective, we can recognise and understand thera fully. Mary’s mental and emotional
labours undoubtedly bring her self-fulfilment where frees, and subsequently marries, Jem.
Likewise, although Margaret suffers from blindnes is still able to express her emotions
through her voice; her mental, emotional, and imaiye labours not only fulfil her life, but

unexpectedly bring her love as wé&luthalso displays the labours of working-class women,

7 Alice Clapp, “The City, the Country, and Commuitiof Singing Women: Music in the Novels of Elizétbe
Gaskell,”Victorian Urban Settings: Essays on the NineteePgintury City and its Contexted. Debra N.
Mancoff and D.J. Trela (London: Garland, 1996) 121.
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but this time Gaskell addresses the assumed imityoo&the “fallen woman.” While
considering this novel, | will examine the affeetilabours of Ruth Hilton and Jemima
Bradshaw.

Published in 1853uthis primarily about the fall and redemption of Rititton. In
contrast with Gaskell’s other novels, at the tirh@épublicationRuthwas mostly criticised
for its sympathetic portrayal of a fallen womanr Egample Sharpe’s London Magazine
writes, “We feel and appreciate the talent dispdiaiyethe construction and elaboration of the
story ... but we protest against such a book beiogived into families, it would be the
certain uprooting of the veignocenceavhich is so frequently dwelt upon by the authathwi
pleasure and delight® The Literary Gazetteakes a different approach and instead focuses
on the novel’s failure:

[Ruth] has the worst fault that can attach to akwadrthe kind,—that of being
insufferably dull. The story is meagre, improbalaled uninteresting, and the
style is laboured and artificial. It would almoses as though the English
female novelists of the day were fated to writeyamie first-class book, and
then to drop down into the ranks of mediocrity...eTgresent work exhibits
even a worse decline ... and it makes one regreMhatGaskell should have
periled her high reputation by a second essaydrséme field?
TheSpectatoihas a similar attitude towards Gaskell and heeh@sserting that “Ruth as a
whole is not proportioned to the qualities which triter possesses.... The story ceases to
be a general picture of life, and consequenthg fialimpressing the lesson the author would
apparently teach?® Despite its controversial subject matter, thereeveefew newspapers that

praised Gaskell's novel. According Tthe Morning Chroniclg

18“Books and their Authors,Sharpe’s London Magazirjeondon] 15 Jan. 1853: 126.
9 “Reviews,” The Literary Gazettfl ondon] 22 Jan. 1853: 79.
20 “Reviews,” The SpectatofLondon] 15 Jan. 1853: 61.
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Ruthgives ample evidence of reflection, ability, axdu@site taste; and,
although a tale in every way different from thestifew will be found to deny
its interest, or refuse their admiration to iteerand varied merits—for
humour, pathos, and imagination are qualities faants pages...Mary
Bartonis every day life dramatizedRuthis more like an episode, of unusual
yet not improbable occurrence, dignified into fictf*
Similarly, for The ExaminerRuthis “a work so abounding in pathos, humour andefac
The reviewer further asserts, “We find it diffictdt say how much we have been charmed
and affected by this book.... No tale of guilt andrsle, told without pretence or preaching,
has taught more gentle truths of mercy and compas$i Manchester TimesallsRuth“one
of the most charming pieces of fiction this courttas produced...?® and the review iThe
Ladies’ Cabinetoncludes,
Such a novel is not for the day only. It will livee trust to move the hearts
and purify the conduct of many readers in timesfarThe sorrowing, long,
and painful course of an erring woman'’s life hasrbeften traced before; but
the tale of Ruth stands gloriously aloof alike frgmlations of our moral
sense, and from seductive pictures of &Vil.
Today,Ruthis often overlooked by scholars, in favour of Gak& more popular novels,
such agCranfordandNorth and SouthOne explanation for this occurrence is the
unfavourable ending. As Hilary M. Schor asserts tesent Ruth’s sacrifice to a Christian
myth of martyrdom, in part because it seems toarbtex continuation of her earlier passivity

in the face of seduction, and in part becauseeiinsea plot in conflict with the novel we have

ZL«Ruth” The Morning Chroniclg§London] 1 Apr. 1853: 3.

22«The Literary Examiner,The ExaminefLondon] 22 Jan. 1853: 3.

2 “Books on our Table,Manchester TimegManchester] 2 Feb. 1853: 3.
% «Literature,” The Ladies’ CabindiLondon] 1 Mar. 1853: 162.
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been reading: it does not satisfy us emotionallgesrerically.®” It is true that Gaskell’s
efforts in rehabilitating the fallen woman are umdmed by her heroine’s death; nonetheless,
the novel is significant in that it challenges Vdican conventions. Despite its unpopularity,
the scholars who do discuss the novel offer variotespretations. For Sara MaltdRuthis
built on the “two forms of fraud: the heroine'sglisse and an event that has received little
critical attention, Richard Bradshaw's forgef§ According to Jenny Uglow, Ruth “is a novel
about confinement and repression in which the tisuuthuried, particularly the truth about
women’s emotional history?* On the other hand, Yoko Hatano demonstrates ftfkesinces
of Evangelicalism on the novel, in its motif andtg?® In fact, for Hatano and Wendy A.
Craik, Ruth’s religious faith makes her redempfpmssible. Natalka Freeland takes a
different approach and discusses the commodificaifavomen, by focusing on Ruth’s and
Jemima’s places in “sexual and market econonfiealthough | too will discuss Gaskell's
portrayal of Ruth Hilton and Jemima Bradshaw asroouifities in the marriage market, | will
primarily focus on Ruth’s affective labours.

Gaskell introduces Ruth with a description of pleysical appearance: “But, looking
up, [Mrs. Mason] was struck afresh with the rembl&gdeauty which Ruth possessed; such a
credit to the house, with her waving outline otufig, her striking face, with dark eyebrows
and dark lashes, combined with auburn hair andr @denplexion.®® Gaskell continues by
depicting the childlike qualities Ruth possessésiele was, perhaps, something bewitching
in the union of the grace and loveliness of womawhwith thenaiveté simplicity, and

innocence of an intelligent child” (28). As with kaBarton, Ruth’s beauty and virtue are

% Hilary M. Schor,Scheherezade in the Marketplace: Elizabeth Gaskellthe Victorian NoveOxford:
Oxford UP, 1992) 73.

% sara Malton, “lllicit lllustrations: Reforming Fgery in Elizabeth GaskellRuth” Victorian Literature and
Culture 33.1 (2005): 187.

27 Jenny UglowElizabeth Gaskell: A Habit of Stori¢sondon: Faber, 1999) 326.

2 yoko Hatano, “Evangelicalism iRuth” The Modern Language Revi@s (2000): 634.

% Natalka Freeland Ruth’sPerverse Economies: Women, Hoarding, and ExpeeditiLH 70.1 (2003): 197.
30 Elizabeth GaskellRuth ed. Tim Dolan (New York: Oxford UP, 2011) 11. Adkure references are to this
edition and will be cited parenthetically in thette
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valuable assets in the marriage market. HowevdikaiNlary, Ruth never seeks to improve
her station by marrying someone wealthy. Gaskekesaure to portray Ruth as timid and
naive, so much so, that she never is aware ofrigéliim’s dishonourable intentions. In the
end, Ruth is deserted and left with a letter comtai a £50 note as compensation. Gaskell
further complicates Ruth’s situation with a pregnarNevertheless, Gaskell refuses to depict
her heroine as a fallen woman, and instead cordittudemonstrate Ruth’s innocence and
redemption. With the help of the Bensons, Ruthvemts herself as Mrs. Denbigh, a widow
who is left to care for her only son; through tbower she becomes a respectable governess
for one of the wealthiest families in town, the @shaws.
Ruth’s affective labour may not be evident at theset, yet it is still a useful lens in

considering her actions. When Ruth is faced withgbssibility of losing her son, Leonard,
to Mr. Donne (previously known as Mr. Bellingharshe tries to think of a plan that will
preserve her independence and protect her son:

But the tension did not give way immediately. Sasténed her door, and

threw open the window, cold and threatening asthvasiight. She tore off her

gown; she put her hair back from her heated fac@dmed now as if she

could not think—as if thought and emotion had besgressed so sternly that

they would not come to relieve her stupified brdil. all at once, like a flash

of lightning, her life, past and present, was rés@#o her in its minutest

detail. (221)
Propelled by the realization that if she succunoldslt. Donne’s wishes she will not only lose
her dignity, but her son’s innocence as well, Raithggles to find a way to obstruct Mr.
Donne’s advances. The term affective labour allthvesreader to understand the purpose and
function of Ruth’s emotional and mental labourstiRg only able to think clearly for her

next mode of action after she calms her nervesstratlies her emotions: “After she had
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recovered from the shock of consciousness andleetioh, she collected her thoughts with a
stern calmness” (224). Ruth addresses Donne imyaceenposed and powerful manner, and
makes it clear that she wants nothing to do with ar his money, even when he proposes
marriage. Despite the strength she has shown inrtfeting, the confrontation, and her
affective labour lead to her exhaustion: “She hadtmength, no power of volition to move a
finger. She could not think or remember. She wasdily stunned” (246). In fact, her mental
labour has left her so weak that she collapses@s &s the meeting is over: “l am so weary!
| am so weary!” she moaned aloud at last. ‘I wonfiemight stop here, and just die away”
(247). As with Mary Barton, Ruth’s mental and plogdideterioration are a result of her
intense affective labour: labouring how to rejecne’s advances, maintain her reputation,
and protect her son’s innocence.

Despite Ruth’s success in driving Donne away, beret is exposed to everyone in
town. After she is fired from working at the Bradsls, she takes a position as a sick nurse to
financially support herself and Leonard. Gaskelkesait clear that nursing gives Ruth the
opportunity to repent for her sins, and help thwke are in desperate need of care and
compassion: “I like being about sick and helplpssple; | always feel so sorry for them;
and then I think | have the gift of a very delicadach, which is such a comfort in many
cases. And | should try to be very watchful andgudt’ (314). Ruth’s work in the hospital is
indeed affective labour, and furthermore, this eyplent allows Ruth to finally attain self-
fulfilment. According to Hardt and Negri, laboursiealth Services are affective: “women
employed as paralegals and nurses, for examplentypto the affective labour of
constructing relationships with patients and cBeantd that of managing office dynamics, but
they are also caregivers for their bosses, thedasvgnd doctors, who are largely male.”

Ruth uses maternal and emotional faculties to nilmessick back into health, but she also

31 Michael Hardt, and Antonio Negfijultitude: War and Democracy in the Age of Emgilrendon: Penguin,
2006) 111.
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utilises her education and knowledge of Latin &alt the prescriptions” (314). Nevertheless,
Ruth’s affective labour eventually takes a tollh@r mentally and physically. In the end,
after there is an outbreak of typhoid, Ruth diedewaring for Mr. Donne. Still, by rejecting
Mr. Donne’s money and preferring to labour for ¢apiRuth has achieved many feats: she
has repaired her reputation, gained financial ieddence as well as autonomy, and most
importantly, secured her child’s future. AccordiegSchor, “Ruth is transformed into a kind
of saint, praised on all sides, her sin entiregfdten in the good she is doing.”

In Ruth Gaskell explores society’s view of the fallen wvaomand also demonstrates
the importance of religion. Furthermore, throughtRand Jemima, she addresses the
oppressive qualities of the social system: the tHahwomen serve as commodities that can
be bought and sold in the marriage market. Accgrttn_uce Irigaray,

The society we know, our own culture, is based uperexchange of
women.... The passage into the social order, inteyh&bolic order, into
order as such, is assured by the fact that megrooips of men, circulate
women among themselves....

Why exchange women? Because they are “scarce [cdities) ...
essential to the life of the group,” the anthrogaotells us....

In still other words: all the systems of excharug brganise patriarchal
societies and all the modalities of productive wibv&t are recognized, values,
and rewarded in these societies are men’s busifiBegroduction of women,
signs, and commodities is always referred backda (when a man buys a
girl, he “pays” the father or the brother, not thether ...), and they always

pass from one man to another, from one group of tmamother>

%2 Schor 72.
% Lucelrigaray, This Sex Which is Not Orfidew York: Cornell UP, 1985) 170-1.
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Similarly, inThe Subjection of WomgeMiill asserts, “Originally women were taken byder
or regularly sold by their father to the husbandtilh late period in European history, the
father has the power to dispose of his daughtararriage at his own will and pleasure,
without any regard to heré™Irigaray and Mill both explore the commodificatiohwomen
in early nineteenth-century society. Gaskell igdblchallenge the marriage market through
Jemima and Mr. Farquhar, who marry out of loveheathan for monetary or social gain.
According to Marx’s theory of commodities and exade, a society that functions
under capitalism accumulates wealth by the prodo@and exchange of commodities. Every
commodity has use-value and exchange-value. THalnees or “utility” of an object gives
it a use-value, one that is realized only “by useamsumption:* in a similar respect,
exchange-value is a “quantitative relation ... theportion in which values in use of one sort
are exchanged for those of another s8tThus, an object’s exchange-value is realised only
when it is compared to other commodities. Althoagtommodity’s value depends on both
use-value and exchange-value, it can only “manifssif or be expresset"through its
exchange-value. Simply, a commodity, no matter heeful, can only be realized when it is
bought or sold through the market. For a commaditye exchanged, it must be placed in the
market by its “guardian [also known as] own&hitho then has the ability to buy and sell
commodities as he sees fit. The structure of tipgalast system of exchange is mirrored,
albeit in a smaller scope, in that of the marriageket. Here, women serve as commodities
bought (exchanged) by their owners, men. As Irig@@nts out, in a capitalist economy,

women function as mere commodities, while men fioncas their buyers. Since women are

34 John Stuart Mill;The Subjection of WoméNew York: Dover Publications, 1997) 29.

% Karl Marx, Capital: An Abridged Editioned. David McLellan (Oxford: Oxford UP, 2008) 13.
% Marx 14.

" Marx 15.

% Marx 51.
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defined as “objects®® they have no rights to their own bodies, and np twachoose their
own buyers; thus women can only be exchanged by taenen.

As a commodity in the marriage market, Jemima Eseseboth use-value and
exchange-value; use-value because she has thdigltemave children, and exchange-value
because she is an unmarried “virginal wom#&nAThen Mr. Bradshaw observes Mr.
Farguhar’'s (Bradshaw’s business partner) interelis daughter, he sets forth to make a
lucrative business arrangement:

Mr. Bradshaw saw just enough of this interest wlliemima had excited in
his partner’'s mind, to determine him in considetingir future marriage as a
settled affair. The fitness of the thing had logg atruck him; her father’s
partner—so the fortune he meant to give her mightinue in the business; a
man of such steadiness of character, and suchitalogsye for a desirable
speculation as Mr. Farquhar—just the right agenitetthe paternal with the
conjugal affection ... in short, what could be mauéable in every way? Mr.
Bradshaw respected the very self-restraint he thiolg saw in Mr.
Farquhar’'s demeanour, attributing it to a wise et wait until the trade
should be rather more slack, and the man of busimese at leisure to
become the lover. (176-7)
Here, Gaskell is establishing marriage as a trBdsjshaw plans to exploit his daughter’s
use-value for a transaction, one that will secheeftiture of his business. Instead of
considering Jemima’s happiness, Bradshaw soleksltamwvard the “advantages arising from
the connexion” (181). According to Freeland, “Briaas’s desire to cash in on his daughter’s

virtue makes that virtue itself appear economicalbtivated and therefore suspect;

* Irigaray 189.
“*Irigaray 186.
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Jemima’s modesty at once establishes her valueeomarriage market..** While exposing
Bradshaw’s intentions, Gaskell portrays Jemima stsaang and unruly character. Instead of
tolerating and abiding by her father’s terms, Jeargbels:
[Bradshaw] “Surely you must know that | hope [Fdrar) may one day be
your husband; that is to say, if you prove yoursalfthy of the excellent
training | have given you. | cannot suppose Mrgilaiar would take any
undisciplined girl as a wife.”

Jemima held tight by a chair near which she wasdatg. She did not
speak; her father was pleased by her silence—ittheaw/ay in which he liked
his projects to be received.

“But you cannot suppose,” he continued, “that Marguhar will consent
to marry you—"

“Consent to marry me!” repeated Jemima, in a lometof brooding
indignation; were those the terms upon which hgr woman's heart was to
be given, with a calm consent of acquiescent aaoept but a little above
resignation on the part of the receiver? (180)

Bradshaw views the future marriage as a “projddis’disregard for Jemima’s feelings is
also evident in the way that he addresses her—becexcomplete submission. Still, Gaskell
displays Jemima’s wilful nature by rejecting Fargubnder these terms. Instead, she and
Farguhar come to their own understanding and Kesip marriage a secret. In this way,
Jemima avoids being considered a commodity. Heriawge to Farquhar out of love, rather
than through an exchange between men, also allemw®labstain from the marriage market

entirely.

4l Freeland 200.
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Gaskell also addresses the commodification of woméfary Barton When Esther
is seduced and found to be pregnant out of wedloekuse-value and exchange-value in the
marriage market diminish. However, when she tuongrostitution, her value in the market
changes. According to Irigaray,
In [the prostitute’s case], the qualities of wonsahody are ‘useful.” However,
these qualities have ‘value’ only because they laneady been appropriated
by a man, and because they serve as the loculRbbns—hidden ones—
between men. Prostitution amountsusage that is exchanged The
woman’s body is valuable because it has already bsed. In the extreme
case, the more it has served, the more it is wdlth because its natural assets
have been put to use this way, but on the conbracpuse its nature has been
‘used up,” and has become once again no more thiehiele for relations
among mer?
Essentially, the more men use the prostitute, itjeen her value rises, and the more worthy
she becomes (to men, not to society). Althoughlikther, Ruth’s use-value has been
realized through her illegitimate child, her exchetvalue never diminishes because she
avoids prostitution and any subsequent relatiorsswith men. According to Freeland, “by
holding herself aloof from sexual circulation, Riglremarkably successful in her effort to
restore the social credit which she lost by beingrairculated.** When Mr. Donne proposes
marriage to Ruth, and “bid[s] a higher price” (244 an effort to repossess her, Ruth’s value
in the marriage market alters; she now has uses\aduvell as exchange-value. By rejecting
Donne’s proposal, Ruth embodies almost the same\ad a chaste, unmarried woman. This
is why her redemption is possible, and why by the @f the novel, she is no longer viewed

as a fallen woman.

“2 Irigaray 186.
“3 Freeland 205.
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In this chapter | have examined Gaskell's depictbthe social and financial
circumstances of the working classesMary BartonandRuth Gaskell redefines women’s
roles in the capitalist economy, and alters the wag evaluates women'’s labours. The value
in reading these texts through the lens of affectbour lies in being able to recognise
women’s domestic, maternal, mental, and emotiat@ilrs, which have previously been
overlooked. InViary Barton Mary’s mental labouring leads to Jem’s freedond a
Margaret’s singing is identified as an artisticdah one that gives her self-fulfilment.
Similarly, inRuth Ruth’s mental and emotional labours eventuabiyll® her own
repentance and social acceptance. Finally, by amglyhese texts through this lens, Mary’s
and Ruth’s debilitating exhaustion can be recoghesea side-effect of affective labour.
Although a few more characters suffer collapse whbouring affectively—and in the
following chapters when these cases do occur thikpevdiscussed fully—it is important to
point out that affective labour remains a predomilygoositive concept; as a result of this

labour, self-fulfilment is possible for the majgrinf the characters.
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Chapter Two: Mary Elizabeth Braddon’s Lady Audley’s Secret

In the 1860s a new genre of British fiction becamigely popular. Borrowing elements from
the Industrial novel, the Newgate novel, and théh@&genre, sensation fiction encompassed
realism, criminality, mania and sexuality. It is@alimportant to note that the genre was
heavily influenced by the “scandals that were rgghrough the Victorian agé,primarily
the crimes involving women such as Madeleine Simiith Adelaid Berret. This kind of novel
was radical in that it was the first to depictiibain as a female character who exuded both
beauty and innocence. According to Lyn Pykett,
The distinctive features of this new novelistic raadere its passionate,
devious, dangerous and not infrequently derangealries, and its
complicated, mysterious plots—involving crime, bigg adultery, arson, and
arsenic. Perhaps most shocking of all was thetlfettthese ‘fast’ novels of
passion and crime were all set in the context efatmerwise mundane
domestic life of a contemporary middle-class ostagratic English
household, and that they were both read and wiiteyely by womer?
In addition to eroding feminine ideals and challeggVictorian conventions, sensation
fiction also disturbed Victorian domesticity ane tamily unit. Saverio Tomaiulo asserts,
“The family, conceived in the past as a shelteraméxample of moral rectitude, was
depicted by sensation novelists as infected andiptad to its root by ‘endemic’ maladies
such as economic eagerness, violence, (inheritadpess and repressed sexual drives.”
Nevertheless, works such as Wilkie Colliisie Woman in White1859), Ellen Wood'€ast

Lynne(1861), Mary Elizabeth Braddonfurora Floyd(1863) and Joseph Sheridan Le

! Andrew Manghamyiolent Women and Sensation Fiction: Crime, Medicnd Victorian Popular Culture
(Basingstoke: Palgrave Macmillan, 2007) 5.

% Lyn Pykett,The "Improper" Feminine: The Women's Sensation Nanv the New Woman Writifgondon:
Routledge, 1992) 47-48.

% Saverio Tomaiuoldn Lady Audley's Shadow: Mary Elizabeth Braddon fwtorian Literary Genres
(Edinburgh: Edinburgh UP, 2010) 8.
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Fanu’'sUncle Silag1864) were extremely popular and sold many copgiékough all of
these novels are emblematic of the sensation gewik focus on Mary Elizabeth Braddon’s
best known novel,ady Audley’s Secret

Lady Audley’s Secretas first published biRobin Goodfellown serial form in 1861,
discontinued soon after, Braddon “resumed it fortcwation in theSixpenny Magazingom
January to December 1862Containing crime, bigamy and mania, Elaine Shaevalt
summarises the novel as follows: “Braddon’s bigasioeroine deserts her child, pushes
husband number one down a well, thinks about paigdmusband number two, and sets fire
to a hotel in which her other male acquaintancesesiding.’At the time of its publication
the novel and Braddon were subject to criticism;gboample, according tbhe Literary
Examiner Braddon'’s novels are “literature of the kitch8dbwever, the majority of British
newspapers gave the text positive reviews. FoMbiming Post the novel iSthe latest
example of detective literature, and is a remaskablok;” The Readeoffers a similar
review asserting that the novel is a “genuineditgisuccess,” and quite “clevétrThe Times
calls it “a good galloping novel, like a good galjdo be enjoyed rather than criticisecahd
The Athenaeurdescribes the novel as being, “the sort of bodketoead by everybody—not
too sentimental for a man’s requirements, nor eful for a woman’s; having no end of
plots and conspiracies for those who like plotsl plenty of light, easy, agreeable
conversation for those who do nd?.The North British Reviewven went so far as to

identify Braddon as “a woman of genius.”

“ David Skilton, note on the textady Audley’s Secreby Mary Elizabeth Braddon (Oxford: Oxford UP, 899
XXIV.

® Elaine ShowalterA Literature of Their Own: British Women Novelistsm Bronté to Lessin(Princeton, NJ:
Princeton UP, 1977) 134.

® “The Literary Examiner, The ExaminefLondon] 14 Mar. 1863: 6.

"“Lady Audley’s SecrgtThe Morning PosfLondon] 17 Oct. 1862: 6.

8«Aurora FloydandLady Audley’s SecrgtThe ReadefLondon] 28 Feb. 1863: 210-211.

°“Lady Audley’s SecrgtThe TimegLondon] 18 Nov. 1862: 4.

1041 ady Audley’s SecrgtThe Athenaeuriondon] 25 Oct. 1862: 525.
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Scholars today continue to praise the novel anthéses, offering many different
interpretations of the text. For Lynn M. Voskuildly Audley is an “unnatural monster—a
childish, blonde creature who looked the part efWictorian wife but who then belied that
appearance by acting out a brazen materialism amderous self-assertiort*Voskuil
continues by comparing Lady Audley to an actresssarggesting that her actions are both
criminal and “inauthentic*® Eva Bodowska supports this idea of falseness:ctougd say
that Lady Audley is also a Veneering, her aristcrstatus acquired by marriage, in addition
to several changes of name and the ‘soft wrapmhgatin and fur’ with which she packages

herself.**

Conversely, Patricia Gilbert views Lady Audleytdians as those of “a hero, not a
villain,”** because her motivations lie in trying to suppert ¢hild and retain her social

status and wealth. Jill Matus takes a similar appincand asserts that Lady Audley’s
character is dangerous because “she threatensl&bevclass boundaries and exclusions, and
to get away with appropriating social power beybedentitlement*® While scholars have
focused on many aspects of Lady Audley’s crimigadi well as mania, they have failed to
come to a consensus about Lady Audley’s mentallisyabffering many contradicting
viewpoints. By analysing the novel through the lehaffective labour, and viewing Lady
Audley’s actions as labours directed towards prasgther social status and wealth, some of
these debates are resolved. As such, when comgidee question of Lady Audley’s

supposed mania, | suggest that she is neitherensan a criminal, but rather a woman who

is punished for transcending the boundaries Viatosociety has placed upon her sex.

2| ynn M. Voskuil, “Acts of Madness: Lady Audley attte Meanings of Victorian FemininityPeminist
Studies27 (2001): 615.

'*Voskuil 616.

4 Eva Badowski, “On the Track of Things: Sensatind Modernity in Mary Elizabeth Braddorn'sdy
Audley’s Secret Victorian Literature and Cultur@7(2009): 161.

13 patricia Gilbert, “Madness and Civilization: Geingpposition in Mary Elizabeth Braddom'ady Audley's
Secref’ Essays in Literatur@3.2 (1996): 227.

16 Jill L. Matus, “Disclosure as ‘Cover-up’: The Daarse of Madness ibady Audley's SecrétUniversity of
Toronto Quarterly62.3 (1993): 335.
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Braddon first introduces Helen Talboys/Lucy Grahzadl Audley through a
detailed account of her appearance:
The innocence and candor of an infant beamed iy Radlley's fair face, and
shone out of her large and liquid blue eyes. Tisg hips, the delicate nose, the
profusion of fair ringlets, all contributed to pegge to her beauty the
character of extreme youth and freshness. She oterntegenty years of age,
but it was hard to believe her more than seventdenfragile figure, which
she loved to dress in heavy velvets, and stiftlingssilks, till she looked like
a child tricked out for a masquerade, was as bidsif she had just left the
nursery*’
Here Lady Audley is portrayed as beautiful and fane. Braddon even goes so far as to
compare her appearance to that of an angel: “Theg the most wonderful curls in the
world — soft and feathery, always floating awaynirber face, and making a pale halo round
her head when the sunlight shone through them1ii8hese passages Braddon equates Lady
Audley to the image of Coventry Patmore’s angehimhouse® Lady Audley’s angelic and
childlike features, in addition to the innocencattis conveyed in the descriptions, further
demonstrate her resemblance to the feminine ideal.
Throughout the text Braddon consistently depictdyLAudley as a commodity, one
similar to the expensive objects she has in hembless:
Drinking-cups of gold and ivory, chiseled by BenutnCellini; cabinets of
buhl and porcelain, bearing the cipher of Austiéarie-Antoinette, amid
devices of rosebuds and true-lovers' knots, bindishautterflies, cupidons and
shepherdesses, goddesses, courtiers, cottagemjlanthids; statuettes of

Parian marble and biscuit china; gilded basketsotiiouse flowers;

" Mary Elizabeth Braddon,ady Audley’s Secreed. David Skilton (Oxford: Oxford UP, 1998) 52 future
references are to this edition and will be citecepthetically in the text.
18 See Coventry Patmorghe Angel in the Houggondon: Macmillan, 1863).
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fantastical caskets of Indian filigree-work; fragtea-cups of turquoise china,
adorned by medallion miniatures of Louis the Geeat Louis the Well-
beloved, Louise de la Valliere, Athenais de Monsgs@and Marie Jeanne
Gomard de Vaubernier: cabinet pictures and gildetbns, shimmering satin
and diaphanous lace; all that gold can buy orewtsé had been gathered
together for the beautification of this quiet chamh. (295)
Her possessions clearly imply a certain kind ofifenity, aristocracy, and sophistication.
Amongst the gold, statues, jewellery, and otheeaspve trinkets, Lady Audley herself can
also be mistaken as a beautiful, expensive, dofladt, Katherine Montwieler goes so far as
to describe her as an “active decorative objesteahanical doll who knows how to act
appropriately.** While Lady Audley certainly appears to be a hedgl@owerless
commodity, | suggest that there is more to her fhahan appearance; Braddon purposely
moulds Lady Audley to the feminine ideal and likéxes to a beautiful decoration to conceal
her masculine agency. Lady Audley will eventualgnbnstrate her power by using her
feminine charms to manipulate others and emplolgrgaffective labour to attain what she
wants: financial and social security, no matterdbst.

In addition to the radical themes of the novehd&fon also makes a point of satirising
several Victorian issues; one of these is socidlihtp acquired through marriage. As with
Gaskell's Mary Barton, Lady Audley is aware that beauty is a valuable asset in the
marriage market, and uses it to obtain financieliggy and social mobility:

“As | grew older | was told that | was pretty — b&tul — lovely — bewitching.
| heard all these things at first indifferently thay-and-by I listened to them
greedily, and began to think that ... | might be msuwecessful in the world's

great lottery than my companions. | had learnt witath in some indefinite

9 Katherine Montwieler, “Marketing Sensatidrady Audley’s Secretnd Consumer Culturé8eyond
Sensation: Mary Elizabeth Braddon in Confeadl. Pamela K. Gilbert et al (Albany: State Unsigrof New
York, 2000) 51.
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manner or other every school-girl learns soondater — | learned that my
ultimate fate in life depended upon my marriagel booncluded that if | was
indeed prettier than my schoolfellows, | ought tarng better than any one of
them.” (350)
Determined to be sold to the “highest bidder” (1&)y Audley marries George Talboys;
when he deserts her and leaves her pennilesspnskeagain searches for a wealthy suitor to
attract and marry. Braddon demonstrates Lady Auslidighonest intentions towards the end
of the novel: “I think | loved [Talboys] as much iasvas in my power to love anybody; not
more than | have loved you, Sir Michael ... for wiyex married me you elevated me to a
position that he could never have given me” (351).

When Lady Audley’s secret of bigamy is threatereetd revealed, she is initially
portrayed as lacking the strength and intelligenogevise a plan: “I can't plot horrible
things,” she muttered, presently; “my brain issttong enough, or I'm not wicked enough,
or brave enough™ (298). And yet, after much deldimn, Lady Audley develops a scheme
that will potentially eliminate the threat Robegpresents. Lady Audley’s mental calculations
are evident in the following passages:

“Let me think,” she cried, silencing Phoebe's cdat®oy murmurs with an
imperious gesture. ‘Hold your tongue, girl, andrtet think of this business, if
| can.” She put her hands to her forehead, cladpamglender fingers across
her brow, as if she would have controlled the actibher brain by their

convulsive pressure. (303)

She paced up and down the dressing-room in thergilamplight,
pondering upon the strange letter which she hagived from Robert Audley.

She walked backward and forward in that monotowearsdering for some
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time before she was able to steady her thoughtserdehe was able to bring

the scattered forces of her narrow intellect ta lg@n the one all-important

subject of the threat contained in the barristettsr. (310)
Lady Audley is desperate to protect her secret foemg exposed. She uses her mental,
creative, and imaginative faculties to “steadytheughts,” “ponder” her next move, and
conceive of a way to secure her position. AlthoBgaddon refers to her intellect as
“narrow,” Lady Audley’s strategizing certainly reiges intelligence and wit. Again, Braddon
is satirizing and addressing the Victorian idealhaf proper feminine. IBesame and Lilies
(1865), John Ruskin asserts that woman'’s “intelleciot for invention or creation, but for
sweet ordering, arrangement, and decisf8mithough Lady Audley appears to be Ruskin’s
model woman, she is able to “invent” and “create’etaborate plan to save herself. It is
important to note that in these scenes Lady Audlagsitation in doing something criminal
is apparent. She does not believe herself to batdaf such evil, but rather, she commits
these crimes only when she is faced with the pdsgibf losing her status and financial
security. Her decision to murder both Robert ankle,.iRobert for getting too close to her
secret and Luke to silence him from ever presernogf of her past life, is clearly for self-
preservation. Upon learning that both are at th&l€#nn, she attempts to kill them by
burning the place down and have it appear as adeatc

When Lady Audley’s plans to kill Talboys, Robemgda_uke fail, she takes a
different approach to maintain her secret. Usingféinine charms, and Sir Audley’s love
to her advantage, she tries to manipulate him aakerhim believe that Robert is insane:
“Upon my word,” exclaimed the baronet, “I think theoy is half mad.”
My lady’s face was so much in shadow, that Sir MelhAudley was

unaware of the bright change that came over itdyspallor as he made this

% John RuskinSesame and Lilieed. Deborah Epstein Nord (New Haven: Yale UP 2200
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very common-place observation. A triumphant snlilteminated Lucy
Audley's countenance, a smile that plainly saidis‘toming—it is coming; |
can twist him which way | like. | can put black beg him, and if | say it is
white, he will believe me.” (281-2)
Although it appears that Lady Audley’s tactics hawgrked, Robert soon reveals her past and
all her efforts are worthless.

Until this point Lady Audley has attempted to murtteee people, and has
manipulated everyone around her in an effort tegmee her secret. Yet, rather than
portraying Lady Audley as a criminal, Braddon destastes her hopelessness:

Lady Audley started up from her chair—started ug ake would have done
something desperate in her despairing fury; butssimé back again with a
weary, querulous sigh. What warfare could suclebl&creature wage
against her fate? What could she do but wind likersted hare till she found
her way back to the starting-point of the cruelsghdo be there trampled
down by her pursuers? (301)
Through the lexis in this passage, “desperate,5pd@&ing,” “weary,” “feeble creature,” and
“hunted hare,” Braddon is trying to elicit the read sympathy. Braddon wants the reader to
understand and experience Lady Audley’s suffenmgrder to view her “pursuers,” namely
Robert Audley, Sir Audley and George Talboys, asdtuel aggressors. Without a doubt
Braddon’s heroine has attempted murder, lied, anahaitted bigamy. Moreover, the fact
that she does so under the facade of an idealiangetorian woman, more than emphasizes
the scandalous nature of the affair. And yet, l@yahd of the novel, the reader will be
strongly compelled to sympathize with Lady Audlelgaplessness and desperate situation.
Throughout the novel Lady Audley’s affective labdais been directed towards

preserving her financial and social security. Altgb her plots and schemes have failed thus
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far, she uses her mental, creative, and emotiacalties one last time; in an attempt to avoid
the “criminal dock” (394), she decides to presemshlf as suffering from latent mania.
Rather than have her heroine convicted of crimadBon uses insanity to justify her actions
and alleviate the situation. According to Showalter
Lady Audley’s unfeminine assertiveness ... must wdtily be described as
madness, not only to spare Braddon the unpleagaessity of having to
execute an attractive heroine ... but also to speevobman reader the guilt of
identifying with a cold-blooded killer.... As everyoman reader must have
sensed, Lady Audley’s real secret is that sherie sad, moreover,
representativé’
Indeed, it seems that Lady Audley’s actions cagynmania, but rather powerful, masculine,
“unfeminine” features. Braddon’s proof that Ladydiey is, in fact, sane lies in Dr.
Mosgrave’s evaluation:
“... there is no evidence of madness in anythinghets®edone. She ran away
from her home, because her home was not a pleasanand she left in the
hope of finding a better. There is no madnessan tBhe committed the crime
of bigamy, because by that crime she obtainedrierand position. There is
no madness there. When she found herself in a gaspg®sition, she did not
grow desperate. She employed intelligent meansshadarried out a
conspiracy which required coolness and deliberatiats execution. There is
no madness in that.... | should be glad to help {dwould, Mr. Audley, but
| do not think there is any proof of insanity iretbtory you have told me. | do

not think any jury in England would accept the pdéansanity in such a case

21 showalterA Literature of their Owrl67.
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as this. The best thing you can do with this ladipisend her back to her first

husband; if he will have her.” (377)

“The lady is not mad; but she has the hereditant ta her blood. She has the

cunning of madness, with the prudence of intellegen will tell you what she

is, Mr. Audley. She is dangerous!” (379)
Dr. Mosgrave is unable to deem Lady Audley inséieeause there is logic and reason
behind all of her actions. The repetition of “theseo madness there,” further demonstrates
her sanity and rational state of mind; everything bas done has been directed towards self-
preservation. Having already established she dbssfier from madness, he resorts to
defining her as a threat and “dangerous.” Accordingynn Pykett, “Lady Audley is
dangerous because she is not what she appearsiedagise she cannot be contained within
the bounds of the proper feminin&.Anthony S. Wohl has a similar assertion: Lady Ayd|
is “devious and perfidious not because she ismaigal and mad, but because she is a lady
and sane? Despite proving her sanity, Dr. Mosgrave and Sidiey are incapable of
explaining Lady Audley’s criminality without questing her femininity. She is eventually
deemed insane and sent to an asylum as a way t@ircter agency.

In the nineteenth century, mania became all taevegit in Victorian psychiatry.
Scholarship today continues to offer many valuaideghts into the Victorians’ attitude
towards madness. According to Matus, “the term ahorsanity’ referred to madness as the
experience of inappropriate emotions rather tharrésult of defective reasoning and
cognitive impairment? Although men were also susceptible to mania, wowmene
believed to be especially prone due to their geaefis Showalter asserts, “theories of

female insanity were specifically and confidenthked to the biological crises of the female

2 pykett 95.
2 Anthony S. WohlThe Victorian Family: Structure and Stresgeendon: Croom Helm, 1978) 113.
24 Matus 338.
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life-cycle—puberty, pregnancy, childbirth, menopasiuring which the mind would be
weakened and the symptoms of insanity might emi&ry@verall, Victorians based women'’s
madness on biological factors, rather than consigemposed social and behavioural
restrictions. Phyllis Chesler expounds on this idled stresses that societal constraints caused
women to be “deeply unhappy, self-destructive, ecainally powerless and sexually

impotent.?®

Women were perceived as mad not due to their rhiestability, but either
because they were depressed with their socialdtrorts, or because they dared to violate the
feminine ideal and express their innermost thoughtkfeelings

In order to rectify their masculine propensitie®men were sent to asylums that were
modelled after the home, the private sphere. Agngrtb Showalter, “the ladylike values of
silence, decorum, taste, service, piety and gasitu. were made an integral part of the
program of moral management of women in Victoriaglams.”’ Furthermore,
Women’s work within the asylum was also more rigidircumscribed than
that of men. Women’s occupations were intende@ittfarce conventional
sex-role behaviour.... While male patients worked aariety of jobs in
workshops and on the asylum farms, women patieadditile choice in their
employment, which took place indoors and in sonsegavas meaningless
fancywork or make-work, such as sorting colorednsaato separate piles that
were dumped together at night.... A more prosaic \0é¥eminine nature was

suggested by the primary tasks of women in theuasytleaning, laundry,

and sewing®®

% Elaine ShowaltefThe Female Malady: Women, Madness and English @uit830-198QLondon: Virago,
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Since madness in women was seen as “acting-obealdvalued female role, or the total or
partial rejection of one’s sex-role stereotypeit’is only fitting that asylums served to cure
women of their deviance. Thus, the question remaimsther women were deemed insane
because they really were, or whether it was largalgffort to oppress them, and stop them
from infecting others with their rebellion. Againsuggest that Braddon is satirizing
Victorian culture, specifically psychiatry. By offeg a full account of the difficulties Lady
Audley faces, and the measures she takes to attaetter life, Braddon is asserting that Lady
Audley isn’t plagued by madness, but rather desipera/Vhen reading this work through the
lens of affective labour, it becomes clear thatyLAddley’s sanity is indisputable. Lady
Audley’s mental and emotional labours are purpdseéiculated, and directed towards
preserving her social and financial status. Heridepthen, is not due to her affective labour,
but due to the patriarchal society she is embeddddcking her in an asylum is the only
way to contain Lady Audley’s unfeminine actionsgam essence oppress her character. By
reading this work in terms of affective labour, ean better understand Braddon’s attitude
towards femininity, madness, and oppression, attérogppreciate the challenges faced by

women seeking economic security.

2 Chesler 53.
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Chapter Three: George Gissing’sThe Nether World The Odd Womerand In the Year of
Jubilee
When considering late nineteenth-century Britiskréiture it is important to acknowledge
George Gissing for his portrayal of the lower oéssand to note how his novels “stand in the
direct line of succession from the ‘industrial nsvef the 1840s* Although Gissing wrote
over twenty novels in his literary career, his “orgphase,” of writing, according to Simon J.
James, began with his 1890 noveke Emancipated In this chapter | will discuss the
labours of women as portrayed in Gissing’'s eardmrel, The Nether World1889), and his
two later novelsThe Odd Wome(1893) andn the Year of Jubilegl894).
The Nether Worldvas first published in 1889 in three instalmeats] was then
reissued as one complete volume in 1898.with Gissing’s previous novels, such as
Workers in the Daw1880),Demos(1886), andrhyrza(1887),The Nether Worldocuses
on the conditions of the working classes. At tieetiof its publication, the novel was subject
to extensive criticism. According fthe Pall Mall Gazette
In Thyrzg andDemos andThe Nether WorldGissing] stamps with cynical
failure every effort made by the upper world foe tielief of that
immeasurably larger one which lies crushed bengdfioes he expect to
stimulate the upper world into fresh effort by shgvthem the utter futility of
their regenerating visions? Or is he jealous af flogs, and desirous of
reducing all mankind to one dead level of miséry?

The Graphiooffers a similar review:
[The Nether Worlddeals, we need scarcely say, with the life ofwbly poor:

and its being so well-written, and with such thaifiglhess, knowledge, and

! Raymond WilliamsCulture and Society: 1780-19%0ondon: Chatto & Windus, 1958) 174.

2 Simon J. James)nsettled Accounts: Money and Narrative in the N®wé George Gissing.ondon: Anthem,
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conviction, intensifies the gloom of the inevitaldieduction that there is no
use in effort either for ourselves or for others] ghat misery is very much a
matter of fatalism.... The story, apart from its lbcalour, is neither
interesting nor probable; and, on the whdlee Nether World¢an hardly be
recommended to readers in search of either profiteasure, despite its
graphic power.
Although theDaily Newscalls the novel “a work of art,” it also statestitit “lacks humour,
lightness of touch, all the play of contrast whethances pathos and gives grace to sordid
surroundings.® Despite these harsh reviews, the novel was wedlived by other
newspapers. For exampleghe Standardlaims, “While [Gissing] runs Zola close as a isal
his thoughts and language are as pure as thoséssffidnge herself”andThe Morning
Postasserts:
In The Nether World!r. Gissing continues his powerfully realistic fies of
life among those with whom toil is a bitter realitynrelieved by the periods of
relaxation which heighten the existence of the tessessitous classes. Few
writers can render with such fidelity as Mr. Gigsthe heavy and tainted
atmosphere which, in large cities, at least reigrthe abodes of extreme
poverty®
Today, Gissing’'s works continue to be apprecialethe introduction tahe Nether World
Stephen Gill writes,
If Gissing refuses to explore the economic andadacierdependence of the
upper world and the lower, he presents the econagaidies of the latter

relentlessly. Other novelkittle Dorrit or The Way We Live Ngvior example,

®>“New Novels,”The GraphidLondon] 15 Jun. 1889: 667.
®“Novels,” Daily News[London] 22 Oct. 1889: 3.

"“Some Recent NovelsThe StandardLondon] 17 Jun. 1889: 2.
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deploy the idea of money more variously and imagedy, but none conveys
the reality more starkly thafhe Nether World
Richard Pearson also comments on the realism afdiel: “Gissing creates a portrait of
urban primitivism shocking in its brutality.... Thsutality is, however, further complicated
by the recognition that its presence is sustaineith® “upper world” and provides a mirror in
which civilisation can gaze'® Lastly, according to Emma Liggins, “Gissing atteés@
broader panorama of women’s work contrasting theudes of factory girls with those
women entering the public sphere at a slightly éidavel through acting and bar work.”
Although these scholars offer invaluable analyseletext, my examination dthe Nether
World will focus on the extent to which Clara Hewettffeative labour is directed towards
achieving financial security.
Gissing first introduces Clara with a detailedaott of her physical appearance so as
to establish her beauty and intelligence:
She was not above the middle stature of womenh&uslimness and
erectness, and the kind of costume she wore, madsekm tall as she stood
in this low-ceiled room. Her features were of vancommon type, at once
sensually attractive and bearing the stamp ofledrlal vigour...The eyes
themselves were hazel-coloured, and, whatever bednpreserved a singular
pathos of expression, a look as of self-pity, afamscious appeal against
some injustice. In contrast with this her lips wdediant, insolent,
unscrupulous; a shadow of the naivete of childhstddingered upon them,
but, though you divined the earlier pout of theikmxl, you felt that it must

have foretold this danger-signal in the mature wonsach cast of

° Stephen Gill, introductionfhe Nether Worldby George Gissing (Oxford: Oxford UP, 2008) xiv.
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countenance could belong only to one who intergsifieher personality an
inheritance of revolt; who, combining the temperanfambitious woman with
the forces of a man's brain, had early learnttth@atvorld was not her friend
nor the world's law?
In this passage Gissing equates Clara’s body &opality traits: her eyes display her
sadness, and her lips, her bold and rebellioug.sbithough Clara isn’t defined as
conventionally beautiful, she uses her clothes\amtbus accessories to enhance her assets:
“the kind of costume she wore, made her seem talig “her hair was elaborately dressed”
(TNW 26). Whereas Gaskell and Braddon describe gretagonists according to their
beauty, Gissing focuses more on the intelligenceaanbition Clara possesses. This suggests
that Clara’s cleverness will be responsible for fwacess.

From the outset Clara is determined to escapdrtiigery of her class by any means
possible: through marriage or career. Having hgdaal upbringing and education, she first
wants to become a teacher but only so that sheneat people “who would aid her to better
things” (80); her chief desire is actually to be@aifamous actress and have her “portrait be
seen some day in the windows” (82). It is here @iasing’s attitude towards women who
work in the public sphere is evident. When Claraaty accepts the position at Mrs. Tubb’s
establishment, Sidney Kirkwood spitefully remarkshope you’ll enjoy the pleasant,
ladylike work you've found! | should think it'll ipprove your self-respect to wait on the
gentlemen of Upper Street!” (32); the tone of Sglis statement suggests that Gissing found
bar work an unsuitable career for women in thahdangered their respectability and virtue.
While struggling to perform the challenging maniadlour required, Clara’s resolve to move
forward strengthens: “the character of her suffguas altered; it became less womanly, it

defied weakness and grew to a fever of fierce, upsdous rebellion” (86); again Gissing is

12 George GissingThe Nether Worlded. Stephen Gill (Oxford: Oxford UP, 2008) 25-28.future references
are to this edition and will be cited parenthetical the text as TNW.
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demonstrating the threat this position poses fara$ femininity. He revisits the dangers
that exist for women who labour in the public sghehen Clara begins her acting career.

Clara eventually becomes part of a travelling comypaut only playing a small and
inconsequential part. According to Tracy C. DainsYictorian England “the public believed
in actresses’ immorality and worthlessneSsGissing expresses a similar kind of belief
through his representation of Clara’s acting car@etermined to earn more money and
achieve fame, Clara admits she will do anythingdaast in a more significant role: “for a
large sum of money there are few things | wouldie’t (200); Gissing continues by
establishing that “she had sold herself to degradatith this one hope” (207). Through
these quotations Gissing is suggesting that astaessa, Clara is dangerously close to
resembling a prostitute. As Davis asserts, actimpostitution were considered to be
“erroneous ‘professions;’” she continues by poigtout that “no other occupations could be
so financially rewarding for single, independenttgrian women of outgoing character, fine
build, and attractive features:*Nevertheless, despite the promising financial iegsnof the
stage, it was often difficult to secure an engagemé&thout having “good looks ... training
in speech, dance, [and] musfg.”

When Clara is finally offered a lead role in an aiping play, her prospects in
transcending social boundaries look promising. gkeares by spending hours rehearsing:
“there was fire and tumult in her brain.... Alreaghe had begun to rehearse the chief scenes
of Laura Denton; she spoke the words with all appate loudness and emphasis; her
gestures were those of the stage, as though aerenedsat before her; she seemed to have
grown taller” (206). It is clear that Clara is igihg various skills and techniques to emulate

her role. By using affective labour to denote Cmental, emotional, and creative labours,

13 Tracy C. DavisActresses as Working Women: Their Social Idemityictorian Culture(London: Routledge,
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her efforts can be recognised and understood. [2eSfara’s preparation, she never has the
chance to display her talents; on the night ofdedrut, a jealous actress throws acid on her
face and disfigures it completely. Devastated leyltiss of her beauty and stage career, Clara
has no choice but to return home. According to Erhrggins, Clara’s “facial disfigurement
ensures a restriction on the mobility Sidney feansl allows her to be safely repositioned in
the home.*® For Gissing, bar work and acting threaten woméstisininity and virtue.
Therefore, by abruptly ending Clara’s acting car€assing ensures her place in the private
sphere.

Due to her appearance and the lack of job oppibiesnClara knows the only way to
attain financial security is through marriage. Hayvno other prospects, she decides to take
advantage of the love Sidney Kirkwood once hadchtar and manipulate him into marriage.
Because she is no longer beautiful, she has toAfanyg to compensate for her disfigurement:

... She seated herself before the looking-glass .. daesking her hair with
quite unusual attention. This beauty at least regthto her; arranged as she
had learned to do it for the stage, the dark aboecelaf her tresses crowned
nobly the head which once shed itself with suchatéfgrace ... she arranged
the veil upon her head so that she could throwhkaeaside without disturbing
it.... (282)
Clara carefully arranges her hair, and places geirva calculated position so that it can
conceal her ugliness. For Clara to be successfalhas to first win Sidney’s sympathy.
Again, Clara’s affective labour is evident as ginestto embody the role of a helpless and
distressed woman: “An actress improvising her =, regulated every tone with perfect
skill, with inspiration; the very attitude in whiche seated herself was a triumph of the

artist’s felicity” (284). She continues her perf@ante with a “faltering voice” in order to

8 Emma Liggins, “Her Appearance in Public: Sexuah@er, Urban Space and the Working Womasebrge
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display her “mental anguish” and utter helplessii284). Her performance is one of the best
in her career, “no piece of acting was ever mofieately finished” (287), and by the end of
the novel she has achieved her goal; she marmeepand in turn attains financial security.
In The Nether Worl@issing addresses the dismal circumstances sutirogythe
working classes, and the extreme steps they takedore their survival. While Gissing’s
attitude towards Clara’s character may not be elgtsympathetic, he is more critical of
society that has, in effect, pushed Clara to dfiskly and cunningly to achieve her goals.
Gissing furthers his critique of societyime Odd Womenvhere he focuses on the middle
classes and explores the limited opportunitiesekist for well-educated, unmarried women.
The Odd Womewas published in 1893, in the midst of the New Vdarmovement.
At the time of its publication only a few professs) aside from teaching and marriage, were
available to women of the middle clas$éas a result, women turned to education in the
hopes that it would eventually provide more job agynities. Although higher education
was primarily for men, by the end of the nineteesghtury it also became available to
women in an attempt to “protect them from the imitigof unendowed spinsterhoot”
Moreover, many agencies were created in an attertpin women for future employment.
For example, in 1859 the Society for PromotingEngployment of Women (SPEW) was
founded and aimed to “promot[e] the Training of Waamand their employment in industrial

pursuits.*®

Women would be trained in various skills and thersent off to job interviews,
landing jobs more easily than before; companiese/h@men were the sole employees, like
the Victoria Press, were also created as a wayoim@e women in the labour market. With

the opportunity of better education and trainitigse women quickly became “self-
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supporting, politically assertive and highly artate.”? Nevertheless, despite these
advancements, Victorian society criticised the r@sjins of these women and even defined
them as odd, spinsters, and even “unseXéd.”
Although Gissing satirised the “romantic accourftthe New Woman 2 The Odd
Womenwas generally well received. For examflae Woman'’s HeralgraisesThe Odd
Women
No novel perhaps ... has treated more exhaustivelynare adequately the
whole position of women; no previous writer hasuwmiat to his task so
complete a knowledge of the subject.... In many whgdook is a very
daring one; it touches many of the issues of hig lmost all his
contemporaries have passed over in silence, gdsents many moral
guestions in a new light, which can hardly faicmmpelling thought even in
the most unsympathetfc.

The Leeds Mercurglso includes a highly positive review:
Mr Gissing’s views of marriage are not ours, bubhs given us ifhe Odd
Womenra novel of considerable merit.... Love and jealodsly play their
part in this powerful but sombre book, which inehstrength of delineation
and moral insight touches a level but seldom reddtlyethe three-volume
novel at the circulating libraries.

For theGlasgow Heraldhe novel is a “genuine work of a2 The Morning Posis also

sympathetic towards the text: “Mr. George Gissingsels have always a purpose, well-
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defined, and carried out with characteristic vigauiThe Odd Womeis not as brilliant as
some of its predecessors, but is, neverthelessyarfully-written story.=®
Critics today offer many different interpretatioofsthe novel’s themes. According to
Patricia InghamThe Odd Wometengages with all the major social and sexualdsghat
were fiercely debated as the nineteenth centuryoapped its close?* and Susan Colon
suggests that “the novel interrogates in new whgsriterrelationship of the professional and
the domestic in women'’s live$*For Wendy Lesser the novel is “one of the bestrapals
of the women’s movement, old or nefV,and yet Deirdre David asserts tfiie Odd
Womerhas an “uncertain resolutiofi”Patricia Comitini also comments on the novel’s
dissatisfying ending:
... while it represents two major historical probletinat middle-class
unmarried women faced in the late nineteenth cgnttineir ‘redundancy’
and their need to secure economic means of survithed possible solutions
to these problems that the novel presents are eddgtthe manner of their
presentation...The Odd Womernherefore, does not produce solutions to
these historical problems, but rather distantiatg8gues, and puts into
dialogue the feminist ideologies present in Viaarsociety'
Lastly, Simon J. James concludes that “Gissing cehgnsively fails to provide any generic
utopian or romantic contingencies that might aliéithe plight of his heroines, especially in
respect of their possession of mon&yAlthough all of these scholars offer insightful

analyses of the novel, | will focus on Monica Maddeaffective labour and the way it is
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directed towards achieving financial and social ittgtthrough marriage. | will also
examine Mary Barfoot's efforts in trying to provitlee means for middle-class women to
achieve independence and autonomy.
As with Clara inThe Nether WorldMonica is first introduced with a detailed
physical description:
Monica's face was of a recognized type of pretipnagure oval; from the
smooth forehead to the dimpled little chin alllit®s were soft and graceful.
Her lack of colour, by heightening the effect chdi eyebrows and darkly
lustrous eyes, gave her at present a more spigastlthan her character
justified; but a thoughtful firmness was nativeh&r lips, and no possibility of
smirk or simper lurked in the attractive featurBise slim figure was well
fitted in a costume of pale blue, cheap but becgmarmodest little hat rested
on her black hair; her gloves and her sunshade lepetpthe dainty picturé®
Through the words “prettiness,” “soft,” “gracefulhd “dainty,” Gissing is establishing
Monica’s beauty and femininity; in addition, by japosing her pale skin to her dark
characteristics, Gissing further illustrates hekstg appearance. Although Clara’s
cleverness complemented her physical attractivandssr acquisition of financial security, it
is evident that Monica’s beauty will be an impottéactor in her success
At first, Monica works at a draper’s shop to supparself. Soon after, with the
insistence of her sisters, Virginia and Alice, sineols in Mary Barfoot’s school, in an effort
to train for clerical positions. Despite the promgsopportunities the school has to offer,
Monica doesn’t intend to labour as a secretaryelts she is determined to use her beauty to

improve her social and financial position througarnage.

¥ George GissingThe Odd Womeri893, ed. Patricia Ingham (Oxford: Oxford UP, @082. All future
references are to this edition and will be citecepthetically in the text as TOW.
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Monica’s opportunity in marrying for conveniencaeslised when she meets
Edmund Widdowson, “an oldish man, with grizzled sWars and a rather stern visage”
(TOW 38). Monica assesses Widdowson’s wealth bgtim@ng him about his occupation,
and observing his clothes: “He had gold links is Wwhite shirt-cuffs, and a gold watch-guard
chosen with a gentleman’s taste” (48). Satisfietth\nis apparent “large fortune” (128),
Monica puts more effort into her meetings with Waddaon, even attaining his sympathy by
describing her miserable working conditions andadigjbleak past life. Eventually the
prospect of marriage seems promising:

As things went in the marriage war, she might estberself a most fortunate
young woman. It seemed that he had really falldove with her; he might
prove a devoted husband. She felt no love in retwrhbetween the prospect
of a marriage of esteem and that of no marriagdl #tere was little room for
hesitation. The chances were that she might neyan aeceive an offer from
a man whose social standing she could respecB)78-
Here, Monica is not only considering her positibat is also planning how to make her
future more favourable; by seeing her efforts &scti/e labour, we can better appreciate
Monica’s mental labours and come to see how thpseate above and beyond her more
obvious “work.”

Initially Monica enjoys the married life; yet, Widdson soon becomes a jealous,
overly criticizing, and controlling husband. Accord to David, Monica has been “purchased
with the guarantee of economic security, and heehtisband, is condemned to constant
surveillance lest his goods turn out to be mordéfective, or even worse, lest someone
make off with them.®* Widdowson is “jealous of her forming new acquaics” (170) and

insists she spend her time tending to domesticash@ntertaining herself with needlework,

34 David 124.
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and spending all her time with him, rather tharhvinér friends. He especially doesn’t
approve of Rhoda Nunn’s company, deeming her “unardyi (171) and a bad influence on
Monica.
In addition to limiting her social events, he begia lecture her on the position of the

woman:

“Woman's sphere is the home, Monica. Unfortunagalg are often obliged

to go out and earn their living, but this is unmatua necessity which

advanced civilization will altogether abolish. Yshall read John Ruskin;

every word he says about women is good and preciibasvoman can neither

have a home of her own, nor find occupation in amg else's, she is deeply to

be pitied; her life is bound to be unhappy. | siretebelieve that an educated

woman had better become a domestic servant thaa imyitate the life of a

man.” (171)
In this passage Gissing cleverly addresses thaagarproblem by satirising patriarchal
conventions through Widdowson’s character. Nevégtise Gissing is unable to offer a
plausible solution. Monica never achieves equalith Widdowson in their marriage, and
she is never given her independence. Emotionadtyadight, and saddened by the separation
of her lover Bevis, Monica lapses into exhaustiod disappointment, and eventually dies.

In The Odd Womeronly two women are able to achieve financial peledence and

autonomy: Mary Barfoot and Rhoda Nunn. Gissing tisese figures to embody the idea of
the financially independent and autonomous fenidieir success is attributed to Mary
Barfoot's training school, one that has an uncainylarity to the SPEW. As with the
SPEW, Mary’s school tries to help middle-class uniad women achieve financial
independence through education: “Her aim was tw dram the overstocked profession of

teaching as many capable young women as she @ulthhds on, and to fit them for certain
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of the pursuits nowadays thrown open to their $68). It specifically targets middle-class
women, because it is their upbringing that leatiest unequipped to labour for wages.
Women in the middle classes were brought up pregdar future domestic and
maternal duties. Judith Flanders asserts, “[wonjgmimary function was to ensure the
smooth running of the home, for the benefit ofrien who financed it* To secure good
husbands, girls were groomed from a very early Bigstly, a girl's education was dependent
on the governess, and entailed “sewing, knitting) @mbroidery, besides academic
subjects.?® In addition to domestic training, girls also sedlivarious arts: “deportment,
dancing, singing, [and] perhaps a little paintiiglt is clear then, that middle-class women
were brought up solely to succeed in the marriageket. For Gissing, Mary’s school
symbolizes the advances in women'’s education, medsence, a possible answer to the odd
woman problem.
In addition to teaching women various skills, Matgo gives motivational speeches:
“They will tell you that, in entering the commericveorld, you not only unsex
yourselves, but do a grievous wrong to the numbenheen struggling hard for
bare sustenance. You reduce salaries, you presanrdlready overcrowded
field, you injure even your own sex by making ifgossible for men to marry,
who, if they earned enough, would be supportingfe.Wro-day, continued
Miss Barfoot, it was not her purpose to debatestt@omic aspects of the
guestion. She would consider it from another pofntiew, repeating,
perhaps, much that she had already said to theothen occasions, but doing
so because these thoughts had just now very sprasggssion of her mind....

Because | myself have had an education in clerksimig have most capacity

% Judith Flanderdnside the Victorian Home: A Portrait of Domestifelin Victorian EnglandNew York:
W.W. Norton, 2004) 99.

3% Anthony FletcherGrowing up in England: The Experience of Childhob8)0-1914New Haven: Yale UP,
2008) 227.

%" Fletcher 279.

61



for such employment, | look about for girls of likend, and do my best to
prepare them for work in offices. And (here | mbstome emphatic once
more) | amglad to have entered on this course. | glad that | can show girls
the way to a career which my opponents call unwdyiafi51-2)
Through this speech Mary displays a certain powdrer voice; she expresses her thoughts
and experiences in such a creative and emotionahendhat she undoubtedly inspires her
audience. Mary’s mental, emotional, and creativerts are indeed affective labour. By
denoting them as such, it becomes apparent thé Whairy has already achieved
independence, her oratory allows her to attainrfsédifment.

In The Odd WomerGissing addresses the difficulties unmarried worfaee, and the
limited opportunities available for their surviv@lespite his critique of society, his sympathy
towards these “odd women” is unclear, and he iblen® provide a happy ending for all his
characters. Although Gissing’s latter novalthe Year of Jubileealso examines marriage, it
is considered to be less feminist (and less poptianThe Odd Women

In the Year of Jubilewas first published in 1894. While the novel wass well-
received as his previous works, the extant revigwsnostly positive. According the
Bookman*It is a book which every writer and reader mestpect, marked by good,
thorough work, a very rare knowledge of human regttire absence of tawdriness, all
flabbiness in thinking and sentimert.Enock Knight fromThe Heraldasserts, “We still
hold to the opinion thdh the Year of Jubiles the most natural and the most satisfactory of
Mrs. Gissing’s work, although not the most poputsthaps.* For theBirmingham Daily
Post the novel is “a work of striking cleverness amigjimality;”*° The Morning Post

similarly defines the novel as a “clever wofk.Yet, according td'he Standard“Mr.
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Gissing’s theories are interesting to read abauttwe doubt their efficacy for human wear
and tear; perhaps when women are less femininetéaerthe new woman of to-day, they
may be worth considering.... But the novel, as a whigla good one, and worth readifig.”
On the other hand, thaverpool Mercuryoffers an unpleasant review: “[Gissing] seems to
have a good deal of acquaintance with human nafufres baser sort, but in this book, at any
rate, he gives his readers little to admire indharacters he depicts.ln the Year of
Jubilee—a most misleading titte—leaves an unpleasant flaem the intellectual palaté®

The novel has received very little attention fromtics in recent times, but the
scholars who do analyse the novel, focus on Gissmegresentation of women (specifically
Nancy Lord) and his attitude towards lower middiess life. According to David Kramen
the Year of Jubile&reveals Gissing's profound, almost revolutionanpport for women’s
pursuit of new employment opportunities as thegmfited at the end of the nineteenth
century to break down the mainstream Victorian agsions of division of labour® Simon
J. James asserts that the novel “condemns its éechakacters’ craving for the excitement of
public spaces, but is sympathetic to their neegst@pe their imprisonment of gender and
class.* Yet, for Molly Youngkin,In the Year of Jubile&ails to fulfil both 1890s and
current liberal-feminist criteria for fully femirtimovels.*® Constance D. Harsh takes a
different approach in analysing the novel, and sstgthat “[it] explores the experiences and
capacities of Nancy Lord so sensitively and symgitathlly that it becomes a powerful
indictment of its own patriarchal strategies of teimment.*’ Lastly, Barbara Leah Harman

focuses on Gissing’s depiction of woman’s agenpg¢#ically Nancy’'s), and marriage:
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“3«Ljterary Notices,”Liverpool Mercury[Liverpool] 19 Dec. 1894: 7.

*4 David Kramer, “George Gissing and Women's Workn@stualizing the Female Professiondiyiglish
Literature in Transitior43.3 (2000): 317.

5 James 125.

“6 Molly Youngkin, “All She Knew Was, That She Wisth¢o Live:’ Late-Victorian Realism, Liberal-Feminis
Ideals, And George Gissings the Year of the JubiléeStudies in the Nové&6.1 (2004): 75.

" Constance D. Harsh, “Gissindis the Year of Jubileand the Epistemology of Resistanc8ttdies in
English Literature, 1500-19084.4 (1994): 873.
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“Gissing imagines a marriage of separate, indepanuErsons—neither isolated from each
other nor inappropriately merged with each othelt demonstrates one way in which, in a
world where public life has penetrated privatetietss, the two might be separated and yet
might coexist.”® While all these scholars offer valuable interpietss of the novel, | will
analyse the labours of Jessica Morgan, Ada Pe&#datrice French, and Nancy Lord
through the lens of affective labour.
Gissing begins the novel with a very importantatiggion of Ada and Arthur

Peachey’s home:

Though the furniture was less than a year old,lando means of the cheapest

description, slovenly housekeeping had dulled tighiness of every surface.

On a chair laid a broken toy.... Though the time wagsummer, not a flower

appeared among the pretentious ornaments. Thegsolere a strange

medley—autotypes of some artistic value hanging bigside with hideous

oleographs framed in ponderous gildffig.
In this passage Gissing illustrates, rather conteoysly, the disorder of the house. Not only
is it decorated in cheap taste, but it is thoroyginkempt. Moreover, the depiction of the
“broken toy” suggests that a child’s things areleetgd. Bearing a close similarity to Charles
Dicken’s Mrs. Jellyby irBleak HousgGissing is also criticizing those women who refts
fulfil their domestic duties as wives and moth@&sssing’s depiction of Ada further
demonstrates his disapproval for her character:

Ada presented herself in a costume which, at aagasebut high summer,

would have been inconveniently cool. Beneath addbs dressing-gown her

feet, in felt slippers, showed stockingless, hakngas bare almost to the

“8 Barbara Leah Harman, “Going Public: Female Emaaiitip in George Gissingls the Year of Jubileg,
Texas Studies in Literature and Language3 (1992): 365.

9 George Gissingn the Year of Jubileeed. Paul Delaney (London: J.M. Dent, 1994) 5 fétlire references
are to this edition and will be cited parenthetical the text as YOJ.
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bosom, and the tresses of pale yellow, upon whehespecially prided
herself, lay raggedly pinned together on the topesfflat head. She was about
twenty-eight years old, but at present looked ntloam thirty.... Fresh from
the morning basin, her cheeks displayed that pacatilourlessness which
results from the habitual use of paints and powderspale pink lips, thin and
sullen, were curiously wrinkled; she had eyes afestolour, with lids so
elevated that she always seemed to be starintjyimginder. (YOJ 6-7)
Ada’s untidy house resembles her equally sloveppearance: “raggedly pinned” hair, “flat
head,” “thin and sullen ... wrinkled” lips. Gissingrtainly hasn’t given her any redemptive
qualities; even her voice is “thin and rather naggl.
In addition to Ada’s lack of domesticity, she is@represented as rejecting her
maternal role:
For motherhood she had no single qualificationtbetphysical. Before
her child's coming into the world, she snarlechatrestraints it imposed upon
her; at its birth, she clamoured against natur¢hfempains she had to undergo,
and hated her husband because he was the intetmedisse of them. The
helpless infant gave her no pleasure, touched ratiemin her heart, save
when she saw it in the nurse's care, and receeradleé compliments upon its
beauty. She rejected it at night because it brekeskeep; in the day, because
she could not handle it without making it cry. (203
According to John Goode, Ada is a “trapped subutmarsewife and we cannot help sensing
in the outbursts of rage and petulance a refusattept the deadly role she is offered (a role
which reproduces that of Monica WiddowsonFor Gissing, Ada represents the failed

feminine ideal; his portrayal of her clearly illtesies his disapproval for women who deny

*0 John GoodeGeorge Gissing: Ideology and Fictighondon: Vision, 1978) 168.
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their appointed roles. Through the lens of affextabour it becomes clear that Ada rejects
housework and maternal labours; without this leeaders would be inclined to think that
Ada is an unfit mother and wife, and fail to see &&tions are intentional.

Another character who has an unfortunate endidgssica Morgan, who is
introduced as “overwrought and low spirited” (17@jtially labouring as a governess,
Jessica wants to attain financial independenceaat@homy through education: “To become
B.A., to have her name in the newspapers, to berdeg as one of the clever, uncommon
women—for this Jessica was willing to labour earyl late, regardless of failing health,
regardless even of ruined complexion and hairdhat thin beneath the comb” (18). In fact,
her labour is so intense that she suffers from ademd physical exhaustion: “She had had
another fainting-fit; her sleep was broken eveghhwith hideous dreams; she ate scarce
enough to keep herself alive; a perpetual fevechmat her throat and burned at her temples”
(189). After taking the exam Jessica is portrayetthattering to herself” (189), indicating
that she is having a nervous breakdown. As withyMaiGaskell’'sMary Barton Jessica’s
affective labour, represented in her prolonged adeaxertion, is responsible for her demise.
Throughout her mental instability Jessica recoantsrepeats Samuel’s previous assertion:
“She saw the face of Samuel Barmby, and heardhisst—'the delicacy of a young lady’s
nervous system unfits her for such a strain™ (198¢ tone in the statement suggests that
Gissing isn’t sympathetic towards women who wartefbcus their energies on their
careers, rather than marriage. As Liggins ass@tgerting his heroine’s potential
educational aspirations onto an unattractive mamaracter he is free to attack, Gissing
appears to be using the rapidly deteriorating he#ltlessica ... as an example of the dangers
of avoiding the sexual instinct necessary for #qgraduction of the race® Although Jessica

eventually overcomes her collapse and joins theaah Army, Gissing continues to portray

®1 Liggins, George Gissing, the Working Woman, and Urban Calti5.
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her in an altogether unfavourable light. Gissingtsaes his critique of women who seek
financial independence and autonomy, through Bmafrench, a successful businesswoman.

At the outset, Gissing introduces Beatrice as avgtiwwoman possessing great
knowledge for business matters. In the opening p8gatrice comes up with a “great
commercial scheme” (78) which entails opening éhfeasClub for women that will sell
expensive fashionable clothing, made with cheagenads$. Beatrice and her partner
Luckworth Crewe eventually open the South Londoshienable Dress Supply Association,
an event which Gissing describes as “an undertatimgwdly conceived, skilfully planned,
and energetically set going” (200). Through affeetabour, illustrated in her creative,
imaginative, and mental efforts in starting a pedfle business, Beatrice has achieved
financial success and independence. NevertheléessinG consistently minimises her
achievements by taking away her femininity andesenting her as masculine. For example,
Crewe often refers to Beatrice as “old chap” (18,83, 214), “old chum” (145, 148), “good
fellow” (79), and “old girl” (214), and she is deped as drinking, smoking, and using
“slang” (238). Through Beatrice’s portrayal, Gigsithemonstrates his distaste for women
who took part in conventionally male endeavourss important to note that Beatrice, as
with Rhoda Nunn and Miss Barfoot frofilme Odd Womemesemble the New Woman; all
three characters have achieved independence (fah@mel social) in the public sphere, yet
Gissing minimises their successes by consistewttyygying them as “unwomanly” (TOW
171).

The final character | will be examining is NancyrtloAlthough she too wants to
overcome societal constraints, “go about as mern(d@3J 22), and attain autonomy, her
eventual marriage to Lionel Tarrant saves her fo@ing negatively represented. As with
Clara Hewett and Monica Madden, Nancy initiallyeatpts to use her beauty for social

mobility. Gissing illustrates this idea in a corsaion between Nancy and Crewe:
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Crewe had his eyes fixed upon [Nancy]; his lipgghungrily.

“Now that's how | should like to see you paintelag’said all at once. “Just
like that! | never saw you looking so well. | beleeyou're the most beautiful
girl to be found anywhere in this London!”

There was genuine emotion in his voice, and hiseping gesture suited
the mood of vehemence. Nancy, having seen thainher three other people
on the platform were not within hearing, gave asvasr of which the
frankness surprised even herself.

“Portraits for the Academy cost a great deal, yoovk”

“I know. But that's what I'm working for. There aret many men down
yonder,” he pointed over the City, “have a betteadhfor money-making than
| have.”

“Well, prove it,” replied Nancy, and laughed as Wiad caught her
breath. (88)

Nancy takes advantage of Crewe’s attraction foramelrassesses his financial capabilities by
daring him to “prove” his commitment. Crewe hasvasly stated that he “rate[s]
everything at a market price,” as long as the codityigs “marketable” (86); by asking him
how much her beauty is “worth” (89), Nancy is adagpher role as a commodity in the
marriage market, and taking part in her exchandghofgh she initially seeks to improve her
social and financial position through marriage, tlarejects Crewe’s proposal when she
falls in love with Tarrant; she and Tarrant subsstly wed in secret, so that she can still
inherent the money from her father’s will.

After Tarrant abandons Nancy and her child, Ndras/no choice but to search for a
job. Yet, due to her upbringing, employment optians limited. Gissing depicts Nancy’s

considerations through an inner monologue:
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What was there she could do? Teach children, psrlap as a visiting
governess, the only position of the kind which einstances left open to her,
she could hope for nothing more than the paltriestuneration. Be
somebody's “secretary”? That sounded pleasantdsytambitious: a sense of
incompetency chilled her. In an office, in a shapp would dream of giving
her an engagement?

Walking about the streets of London in search ggstions, she gained
only an understanding of her insignificance. Inblagtle of life every girl who
could work a sewing-machine or make a matchboxafiasore account than
she.... Of what avail her “education,” her “culturélRe roar of myriad
industries made mocking laughter at such futilegargions. (249)

Nancy’s middle-class upbringing has prepared hbr fon marriage; she holds no marketable
skills, and her education is only useful for teaghfwhich offers a meagre wage). Although
she does come up with the idea to write “stori@€9), as so many other women have done
before her, she decides instead to ask Beatridaclpr Beatrice’s aid however, comes with a
price: Nancy must reveal the name of her husbaerdp®@rately needing an income that will
be sufficient enough to support herself and hdd¢ckehe agrees to Beatrice’s terms and goes
on to “advise fools about the fashions, and exljif@tself] as a walking fashion plate” (307).
Gissing revisits Nancy’s aspirations to becomeigewtowards the end of the novel.
After Nancy and Tarrant have been reunited as dyfaNancy reveals her wish to publish a
novel she has recently completed. However, ratieer be supportive, Tarrant dismisses her
work: “The books | praised were literature. Thauthors came into the world to write. It
isn't enough to be genuine; there must be workmpnslere and there you have a page of
very decent English, and you are nowhere on thel lfthe ordinary female novelist...”

(355). In addition to insulting her efforts, Tart@ontinues by insisting that she should be
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content in her domestic role as wife and motheolyas a woman, have no such duty; nay,
it's your positive duty to keep out of the beasttyymmage™ (355). In the end, despite
Nancy's goal to attain self-fulfilment and finanlciayalties, her efforts are obstructed by her
husband.

Gissing may have tried to portray Nancy and Talsantrriage as an independent
and mutual relationship, yet, Tarrant is the omg evho has real freedom; he is able to live
apart from Nancy without the responsibility of aldhwhile Nancy stays at home performing
domestic and maternal duties. The following pas$agker illustrates the unequal
relationship, and Nancy’s oppression:

The manuscript, fruit of such persevering toil, medden away, and its author
spoke of it no more. But she suffered a grave gisagpment. Once or twice a
temptation flashed across her mind; if she secfetlpd a publisher, and if
her novel achieved moderate success (she mightladteitle), would not
Tarrant forgive her for acting against his advitteas nothing more than
advice; often enough he had told her that he cldingecoercive right; that
their union, if it were to endure, must admit agjeer independence on both
sides. But herein, as on so many other pointssghdued her natural impulse,
and conformed to her husband's idea of wifehoamalie her smile to think
how little she preserved of that same “genuinepedeence;” but the smile
had no bitterness. (356)
On the surface, it appears that Nancy is wholebdigrcompromising her sense of self and
conforming to Tarrant’s decisions. However, uparsel inspection, ironic undertones are
present. When Tarrant demands Nancy to comply thvishes, Gissing writes, “She
looked up, and commanded her features to the estpreghich makes whatever woman

lovely—that of rational acquiescence” (343). Gigsinay appear to be reinforcing
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patriarchal conventions, yet, the use of the tecomfmand” suggests that Nancy’s
submission is inauthentic. She is consciously g her agency and sacrificing her ideals
to meet Tarrant’'s expectations; her superficiauate, then, in no way represents her
innermost feelings.

Throughout the novel Nancy has used her mentaltfesuo acquire a proposal from
Crewe and plan how to hide her pregnancy from $gcshe has also used her mental and
creative faculties, in addition to her “imaginatid@49), to write novels. If we regard all of
these efforts as affective labour, it becomes dle@rNancy has laboured to attain self-
fulfilment and autonomy, yet she has failed in doso, due to societal restrictions. In
considering Gissing’s female character3he Nether WorldThe Odd Womerandin the
Year of Jubilegit becomes clear that women were obstructed fseencoming societal
oppression due to limited opportunities. In thetradapter | present three works written by
women during the New Woman movement that portragneo attaining self-fulfilment and

autonomy through affective labour.
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Chapter Four: Mona Caird’s The Daughter of DanausSarah Grand’s The Beth Book
and Catherine L. Pirkis’ The Experiences of Loveday Brooke: Lady Detective
It can scarcely be disputed, | think, that in tmgksh language there are
conspicuous at the present moment two words whesigdate two
unmitigated bores: The Workingman and the Womae. Workingman and
the Woman, the New Woman, be it remembered, meat exgery page of
literature written in the English tongue; and emscbonvinced that on its own
especial W hangs the future of the wdrld.
In 1894, Ouida published an essay that fuelledmigpattack on the figure of the New
Woman. Yet, even though Ouida was responsibledtabéishing the phrase “New Woman,”
the figure of the New Woman had emerged a decade pith Olive Schreiner'§he Story
of an African Farm
In the late nineteenth century, specifically betw&880 and 1900, hundreds of
novels, short stories, and essays were writtentdaheuiNew Woman. Writers such as Mona
Caird, Ella Hepworth Dixon, Menie Muriel Dowie, Qge Egerton, Sarah Grand, and Olive
Schreiner, to name a few, were responsible forrivaégg what would later be known as New
Woman fiction. In contrast with the novels of tlelg nineteenth century, New Woman
fiction strays from the marriage plot, and instézatures women trying to escape the
constraints of Victorian ideology. Most often, thegsorks represent the New Woman as an
aspiring female artist, one who eventually succutolibe pressures of motherhood and
marriage, and finally deserts her career. Lyn Ry&@ihmarises the representation of the
female artist in novels as follows:
Typically the female artist figure in the New Wonmaowvel is engaged in a

complex negotiation of various forms of self-sacef the sacrifice of the self

! Quida, “The New Woman The North American Reviels8.450 (May 1894): 610. Ouida published this gssa
as a response to Sarah Grand’s “The New AspebiedMoman Question.” It can be suggested that viliela
defined the term, Grand was responsible for puditigi the figure of the New Woman.
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to or for art; the accommodation of her aesthetibiions to the demands of

the marketplace (so that she may provide for hieosdbr dependent

relatives); the subsuming of her own aestheticrofgssional ambitions to

those of a male relative; the abandonment of therddmestic duties.
Despite New Woman fiction’s ingenuity, there wagatéve criticism of both the works of
this period and the novelists themselves. Accortlnglaine Showalter, in an effort to
damper the movement’s impact, critics described M&wman writers and their works as
“unwomanly and perversé.For many, the New Woman resisted the femininel ided thus
“represented a threat not only to the social ordet also to the natural ordé&i=or others, the
New Woman was a “hysteric, whose degenerate enatsom was both a symptom and
cause of social chang@.”

In previous chapters, | have examined the affedéibeurs of women as depicted in
industrial, realist, and sensation novels. In thiapter | will focus on the three texts that
exemplify the New Woman tradition. | will first coantrate on the female artist and the
affective labours of Hadria Fullerton in Mona Cé&rdihe Daughters of Danay4894), and
Elizabeth (Beth) Caldwell in Sarah Grand’se Beth Book1897). | will then take a slightly
different approach and look at Catherine L. PirKise Experiences of Loveday Brooke: Lady
Detective(1893). Although Brooke does not engage in labofitke arts, her profession as a
detective, and the mental labours she performsevgalving cases are certainly pertinent to

the new achievements that arose because of the/imwman.

2 Lyn Pykett, “Representations of the Female Attisictorian Woman Writers and the Woman Questéh
Nicola Diane Thompson (Cambridge: Cambridge UP9)1992.

% Elaine Showalter, introductioBaughters of Decadence: Women Writers of the FirSi2ele ed. Showalter
(London: Virago, 1993) x.

“ Lyn Pykett,The “Improper” Feminine: The Women's Sensation Niave the New Woman Writirgondon:
Routledge, 1992) 140.

® Pykett,The “Improper” Femininel41.
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In 1888, Mona Caird published “Marriage,” an essayhich she defines marriage as
a “vexatious failure® The essay also promotes “economical independéfmeivomen, and
the “co-education of the sexe$.Caird continues her criticism of marriage and mediood
in her first novel,The Daughters of Danau$hrough Hadria, Caird illustrates the ways in
which marriage is detrimental to women'’s self-flutfent. Hadria’'s musical talents are
compromised as she takes on the role of wife anthenoand although she sets off to pursue
her “artistic agency®her family ultimately drags her back to a lifesobjection and
depression.

At the time of its publication, newspapers werehlygritical of New Woman fiction,
and especially of Caird’s workreeman’s Journal and Daily Commercial Advertiser
considers the novel an example of “silly literatlisnd even goes so far as to deem it an
elaborate “joke.® ThePall Mall Gazetteunder a review titled “Stuff and Nonsense,” mocks
the novel and its protagonist: “What Hadria Fubertvants is not quite cleéhecalls it ‘a
new dispensation;’ but that may mean anything—feoainange of sex on her own part to a
moral and social revolution on the world’s; and Hadever gets the hang of her ideal well
enough to be able to explain it in its fullnesstte race.** Lastly, The Standardhot only
condemns the novel, but denounces New Woman wateveell:

Hadria Temperley has reached the highest pitciilpfvsilgarity and
portentous selfishness. She is the worst, but we ha hope that she will

prove to be the last, of her species—so far, atratgy as contemporary fiction

® Mona Caird, “Marriage, Westminster Reviefizondon] Aug. 1888, rpt. iWWoman Reader: Fiction, Articles,
and Drama of the 1890ed. Carolyn Christensen Nelson (Ontario, CanBdaadview, 2001) 195-6.

’ Caird 196.

® Caird 197.

° Ann HeilmannNew Woman Strategies: Sarah Grand, Olive SchreiMena Caird(Manchester: Manchester
UP, 2004) 213.

Y“Four New Novels,Freeman’s Journal and Daily Commercial Advertif@ublin] 7 Nov. 1894: 6.

1 «Reviews: Stuff and Nonsenselhe Pall Mall Gazett¢London] 7 Jan. 1895: 4.
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is concerned—so far as silly women can find, orgay, publishers to put
their nauseous twaddle into prifit.
Today, scholars value Caird’s radical views on mgg and motherhood, and regaite
Daughters of Danauas a representative work of New Woman fiction. Fgkett, The
Daughters of Danau$s particularly fierce in its indictment of th@eert tyranny of the
ideology of self-sacrificial motherhood®and for Ann Heilmann, Hadria symbolises “the

14 According to Loralee MacPike,

possibility of autonomous and self-determined motige’
“Hadria’s story shows how impossible Caird belieitds be for a woman to repudiate the
claims the world makes upon her, in the form ofchain of motherhood® Similarly, Gail
Cunningham asserts that Caird “is concerned to shatMaudably independent action is
inevitably doomed by social constrictions to faduand its perpetrators consigned to the
everlasting pointlessness of feminine conformifilisa Surridge takes a different approach
and focuses on the text’s form: “the novel’s diglib@ns of conventional narrative time
reflect Caird’s feminist thinking during the 188&sd early 1890s as she attempted to
denaturalise the late-Victorian marriage and gesglstem.*” While all these interpretations
are insightful, 1 will focus on Hadria’'s labour tife arts: the emotional, mental, and creative
labours she partakes in when composing and playumgic, as well as the obstacles she faces
when trying to attain independence.

One of the most interesting aspects of this naéte way in which Caird presents

Hadria Fullerton. In the novels previously discus<gaskell, Gissing, and Braddon

introduce their protagonists with a comprehensegcdption of their appearances. The

12«50me New Novels, The StandardLondon] 5 Dec. 1894: 2.

13 pykett, The “Improper” Femininel46.

4 Ann HeilmannNew Woman Fiction: Women Writing First-wave Fenmisondon:

Macmillan, 2000) 148.

'3 | oralee MacPike, “The New Woman, Childbearing, #relReconstruction of Gender, 1880-1900WSA
Journal1.3 (1989): 387.

18 Gail CunninghamThe New Woman and the Victorian No{éw York: Barnes & Noble, 1978) 70.

" Lisa Surridge, “Narrative Time, History, and Fersin in Mona Caird’sThe Daughters of Danayis
Women’s Writingl2.1 (2005): 128.
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emphasis put on women’s beauty is in fact due¢ovdilue it holds in the marriage market,
and ultimately what enables women to attain suéakssrriages. However, ifihe
Daughters of Danau£;aird considers Hadria’s appearance to be insogmf; as such, only
a vague description of her heroine is providedslight, dark-haired girl, with a pale, rather
mysterious face, and large eyé&Ihstead, Caird focuses on Hadria’s intellect antical
talents. For Margaret Morganroth Gullette, Hadsia icharacter “who can articulate an
ideology rather than fumbling toward personal egpi@n, and yet sound not like an editorial,
but rather like an individual necessarily pressed radical thoughts by a constraining
situation....”® Indeed, Hadria is an expressive and dynamic cterdwer language is always
intricate and engaging, especially when she isingiber ideas on marriage, motherhood,
and women’s oppression. An example of Hadria’'srcea eloquent speech is in the opening
pages of the novel, where she engages in a coiegrsdath her siblings:
“Do you mean that a girl would have more diffiguilh bringing her
power to maturity and getting it recognized thanan would have?” asked
Fred.
[Hadria] “Yes; the odds are too heavy.”
“A second-rate talent perhaps,” Ernest admittedi fiot a really big one.”
“I should exactly reverse that statement,” said i#gadThe greater the
power and the finer its quality, the greater tHeanmmony between the nature
and the conditions; therefore the more powerfuléhrerage against it. A
small comfortable talent might hold its own, wharkarger one would
succumb. That is where | think you make your bigtake, in forgetting that

the greatness of the power may serve to make datrggss of the obstacles.”

'8 Mona Caird;The Daughters of Danayslew York: The Feminist Press, 1989) 6. All futuederences are to
this edition and will be cited parenthetically hrettext.

9 Margaret Morganroth Gullette, afterwoithe Daughters of Danauby Mona Caird (New York: The
Feminist Press, 1989) 505.
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“Surely it only wants a little force of will to eb&e you to occupy your life
in the manner you think best,” said Ernest.
[Hadria] “That is often impossible for a girl, berse prejudice and custom
are against her.”
“But she ought to despise prejudice and customgtidhe brother, nobly.
[Hadria] “So she often would; but then she hasty through so many
living ties that restrain her freedom....Athlat particular obstacle has held
many a woman suffering, like some wretched insevted alive to a board
throughout a miserable lifetime! What would Emersay to these cases?
That ‘Nature magically suits the man to his fortsibg making these the fruit
of his character’? Pooh! | think Nature more ofteakes a man’s fortunes a
veritable shirt of Nessus which burns and clingsl finally kills him with
anguish!” (14-5)
Using Ernest to reflect man’s opposition, and Hadwireflect her own, Caird sets up a
powerful dialogue, one that debates women’s altditgttain self-fulfilment and success.
Here, “power” refers to Caird’s concept of “artisgower” (11). For Judith Lowder Newton,
“power” is defined “both as achievement and compateand, by implication, as a form of
self-definition or self-rule2’ By applying this definition to the text, it can assumed that,
for Caird, artistic power is having the abilitydatiain self-fulfilment through one’s creative
faculties. Through Hadria, Caird establishes hoatdfian conventions hinder women from
attaining recognition for their talents.
In the past, “most discussions of women’s musibditees denied them creative

powers but conceded their interpretive ability—t@guction’ over originality....*! Here,

2 judith Lowder Newtor\Women, Power, and Subversion: Social Strategi@sitish Fiction, 1778-1860
(London: Methuen, 1985) 7.

L paula GillettMusical Women in England, 1870-1914: “EncroachingAll Man'’s Privilege$ (Basingstoke:
Macmillan, 2000) 27.
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Paula Gillett is specifically referring to an essayrhe Musical Timestled “The Feminine

"22\which establishes that women lack the abilitiesdmpose their own music:

in Music,
“woman does not originate, she only interpretseproduces?® While this is a rather bold
assertion to make, many publications supporteddee that women could never be
successful composers. For example, in an essag tifomen as Composers,” Artiste
demonstrates why women can never have artisticeatize power:
My own opinion is that this power does exist in jmaromen, but that it is
destroyed, or at least prevented from bearing wdrthts, by various causes.
Firstly, a woman endowed with a lively, excitabigaigination, rarely
possesses the enormous perseverance and energgargder a composer;
she cannot climb the steep and weary hill beforer struggle against the
innumerable disappointments and disheartening destavhich meet her at
every turn—for success and fame are slow in cortangearly all, but more
especially to the compos&t.
While it is unclear whether or not Caird was awairéhese debates while writinighe
Daughters of Danayshe certainly addresses them by portraying Hadria strong and
capable composer. By the end of the novel Hadiis timabecome successful as a musician,
due to Victorian conventions and family respongileg—not due to a lack of creativity, nor
due to a poor work ethic as the previous articlegest.

The language in the previous excerpt frohe Daughters of Danay$nfliction,”
“anguish,” “obstacle,” “helpless,” and “suffering)lustrates the suffering women endure due
to Victorian ideolgy. In addition, Caird uses salditerary techniques to demonstrate
women'’s confinement; for example, the simile in $katence “Ahthat particular obstacle

has held many a woman helpless and suffering sikee wretched insect pinned alive to a

2 Gillett establishes that the article is actuallgprint of a publication by musician Hans von Bulo
2 “The Feminine in Music,Musical TimegLondon] 1 Oct. 1882: 521.
2 Artiste, “Women as Composersyfonthly Musical RecorflL.ondon] 1 Jul. 1877: 108.
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board throughout a miserable lifetime!” directlipdtrates the woman'’s helplessness. The
passage ends with Hadria refuting Emerson’s posdiosuffering:” | think Nature more
often makes a man'’s fortunes a veritable shirtessuis which burns and clings, and finally
kills him with anguish!” Caird likens a woman’s $ering to the painful death of Heracles to
fully illustrate her point: there is nothing poséior purposeful about the “anguish” that is
brought upon those who are trying to overcome thiestacles.

This long passage is significant because it setptemise of the novel. Hadria’s
musical genius and artistic power will be thwarbgdmarriage and motherhood. Although
Hadria is able to experience a brief musical carfaemilial obligations force her to desert her
dream and return home, where she has an illi@iratind ultimately falls into depression.
The last couple of sentences in the passage fateghthe ending of the novel; Hadria’s
work will never be acknowledged and her spirit Wu# killed “with anguish.” It is also
important to consider the novel’s title and whatlitides to. According to Sally Ledger, “in
the Greek myth from which the title is derived, ttiy daughters of Danaus are marriea
masseand forty-nine of them murder their husbandshairtwedding night in order to free
themselves. Their punishment is eternally to dratewin sieves from fathomless welfs.”
Although Hadria never kills her husband, she sipunished and doomed to a life of
domestic boredom: “Yet she too, it turned out,dlbher smiles and her cheerfulness, was
busy and weary with futilities. She too, like thigyfdaughters of Danaus, was condemned to
the idiot’s labour of eternally drawing water ieges from fathomless wells” (467).

From the outset, Caird demonstrates the diffiesltwvomen face when trying to
balance domestic duties with their artistic endeaso

Hadria had determined upon making a strong anemagiffort to pursue her

work during the winter, while doing her best, a& #ame time, to please her

% Sally Ledger;The New Woman: Fiction and Feminism at the Fin el§(Manchester: Manchester UP,
1997) 25.
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mother....She treated herself austerely, and foungdweer of concentration
increasing, and her hold on herself greater. Butjsaial, her greatest effort
had to be given, not to the work itself, but to whe opportunity to pursue
it.... (109)
Although Hadria wants to focus on her music, shagsfles to find time to do so, due to her
mother’s continuous demands. | would also likedmpout Caird’s use of the word “work,”
to denote Hadria’'s musical training. Although “wbdéten refers to “paid employment,”
Raymond Williams also asserts that the word “indifsd activity and effort or
achievement...? While Hadria is not receiving compensation for tinge she practices her
music, her efforts are still considered as a kihlhloour. Thus, by using the term affective
labour, labours that have been previously disreghrdre now properly recognised.
Hadria’s affective labour is most evident when sbpletes one of her best musical
compositions:
She sat up late into the night. Since freedom ahtlide could not be had by
day, the nights were often her sole opportunityséth times she would work
out her musical ideas, which in the dead silendb®house were brought
forth plentifully. These, from her point of viewane the fruitful hours of the
twenty-four. Thoughts would throng the darknese Bkarms of living things.
Hadria’s mood found expression to-night in a siagaind most
melancholy composition. She calledFittility. It was unlike anything that she
had ever done before, and she felt that it showmestaess of musical power.
(46)
Caird’s simile, “Thoughts would throng the darkniks swarms of living things,” likens

Hadria’s “thoughts” to insects buzzing around irseggly. Here, the term affective labour

% Raymond WilliamsKeywords: A Vocabulary of Culture and Soci@tgndon: Fontana Press, 1988) 335.
This is discussed in full in the Introduction.
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becomes useful in identifying Hadria’s mental, eomadl, and creative labours. Hadria uses

the imaginative and emotional faculties of her mimdormulate “musical notes” and create

her own composition. She names the musical pieaslitl” because she feels useless and

despondent in her current situation; yet, paraddlyicher composition has immense

“musical power.”

Despite her musical achievement, Hadria is tiredl @verworked from labouring

both domestically and affectively. As a result, shasiders relinquishing her musical

aspirations:

She picked up the score of her music, and stodd, ahandful of the once
precious offspring of her brain held out towards tlames. Then she drew it
back, and half closed her eyes in self-scrutinizhmaught. “Come now,” she
said to herself, “are you sincere in your intentdmgiving up? Are you not
doing this in a fit of spite against destiny? adastiny cared two straws.
Heavens! what a poor little piece of melodrama. Anthink that you should
have actually taken yourself in it by it. One asxsbadly with only oneself for
audience. You know perfectly well that you a going to give in, you
arenot going to attempt to stifle that which is the cendf your life; you have
not courage for such slow suicide. Don’t add inerrtg to the other faults that
are laid to your account—" She mused over theslg#lf-administered lecture.
And probing down into her consciousness, she redlizat she could not face
the thought of surrender. She meant to fight ore fidtion of giving in had
been seized instinctively, for a moment of resttivay should really make
her cease the struggle, until the power itselfleeh destroyed. She was sure
of it, in her heart, in spite of failures and madgy inadequate expressions of

it. Suddenly, as a shaft of light through partihguds, came bursting forth,
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radiant, rejoicing, that sense of power, largestiess, genial as morning

sunshine. Yes, yes, let them say what they migtodrage, smile, or frown

as they would, the faculty was given to her, arelwbuld fight for

opportunity to use it while she had breath. (113-4)
Hadria’s “self-administered lecture” illustrates iistration. Exhausted physically and
mentally by having to balance her music with handstic duties, she considers burning all
her compositions as a way to alleviate her burtienvever, she is unable to “face the
thought of surrender,” and decides to continueygagsher work as long as she has the
artistic “power” to do so; the luminous “shaft ajit’ that comes through the clouds is her
epiphany. Hadria is aware of the obstacles thattaarad refuses to let insecurity become her
weakness. The anaphora in the passage, “You kndectlg well that you ar@ot going to
give in, you arenot going to attempt to stifle that which is the ceraf your life; you have
not courage for such slow suicide,” illustrates kid determination to continue to play her
music. Although the preceding lines reflect herlatsuafter the anaphora, the tone changes
from frantic, to hopeful, and Hadria becomes morgdal and reasonable.

As Part | comes to a close, Hadria considers Hulemperley’s offer of marriage.

Even though Hadria has been opposed to marriagetfie outset, in an effort to escape her
mother and the restrictions of her home, she asCeghperley’s offer. The second part of
the novel picks up years later, and the readepdess that Hadria is married with children.
According to Carolyn Christensen Nelson, New Worhetion developed “the forms of
fiction in new ways, using dream sequences, strehoonsciousness techniques, and
innovative narrative method$”In The Daughters of Danau€aird uses an innovative
technique called “the plot gap®’As Surridge asserts, Caird’s “unmarked omission of

Hadria’s marriage and the birth of her two sons. iedefealist fictional conventions and the

27 carolyn Christensen Nelson, introductidénNew Woman Reader: Fiction, Articles, and Dramghef1890s
ed. Nelson (Ontario, Canada: Broadview, 2001) xiv.
2 Surridge 134.
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ideology which underpins themi>Thus, another way in which Caird defies the Viigtor
narrative is by completely ignoring the procesdamarriage and reproduction, and instead
focusing on Hadria’s journey to attain independethceugh her musical talent.

Initially Hadria enters the marriage under the iegsion that it will be a free union;
yet, she soon feels stifled by her marital and mdgtobligations. In an attempt to gain back
her independence and creativity, she decides W lkar family, and go to Paris to pursue her
musical dreams. It is here that Hadria once agagages in affective labour. With the help of
M. Jouffroy, who recognizes her artistic “geniu817), she begins to compose once again,
this time with far more discipline and fervour. Ydespite her dedication and “steady,
uninterrupted work” (318), Hadria is unable to gtia attention she deserves. According to
M. Jouffroy, her musical pieces are too “eccent(&20) to be published. As Gillett notes,
“Like those who denied women entry to medical s¢thaod other avenues of professional
training on the basis of a belief in the necessityeparate spheres, writers on music often
described women who attempted to break genderebsuais deviants deserving of severe
censure.®* Even though Hadria composes her own music, hertsfire still obstructed by
societal ideals. Desperately in need of money, iddalrgins to write and sell short articles.
Yet, the money is insufficient and the continuoaskmning of her family begins to take a
toll on her drive. Henriette Temperely’s visit, gbed with her mother’s sickness and her
father’s financial problems, ultimately persuade toereturn home, despite M. Jouffrey’s
objections:

“But I tell you, Madame, that she will drag you kao your fogs; she will tell
you some foolish story, she will address herselfdor pity. Your family has
doubtless become ill. Families have that habit wihely desire to achieve

something. Bah, it is easy to become ill when srenigry, and so to make

2 Surridge 134.
O Gillett 22.
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oneself pitied and obeyed. It is a common usagelavtee, beware; it is for
you the critical moment. One must choose.” (335)

Again Caird uses a metaphor to create an effectiage, one that is repeated in the
following passage. The “Fogs” represent the loongiegression that awaits Hadria;
furthermore, Caird’s repetition of the term in fodowing passage, symbolises Hadria’s
imminent artistic demise.

In an episode similar to one at the beginning efrtbvel, Jouffrey presents Hadria
with a choice: her career or her wifely/motherlyids:

“This is the moment for decision. Remain now amasgand pursue your
studies with a calm mind, and | promise... you shalle a success beyond
the wildest dreams of your ambition. Madame, youndbguess your own
power. | know how your genius can be saved to tbedy| know the artist’s
nature.... | know what feeds and rouses it, and hkntat kills it. And this |
tell you, Madame, that if you stay here, you hawtupendous future before
you; if you return to your fogs and your tea-patieah, then, Madame, your
genius will die and your heart will be broken.” 3

According to Pykett, “In the New Woman fiction tlaenflict between the self-sacrificial
womanly vocation on the one hand, and the selfesgive artistic vocation or the
productivity demands of the professional careethenother, is more usually a source of
tension, frustration, rebellion and/or failure® For Hadria, the pressures felt by her family
continue to overwhelm her in Paris and ultimatélg gives in to her traditional womanly
duties. However, the desertion of her musical asipins comes with a price; her musical
“genius” and love for composing is destroyed, arditih is left depressed and trapped

without a chance of attaining autonomy.

31 Pykett, “Representations” 143.
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note:

Despite Hadria’s failure, Caird approaches theetis\xending on a rather hopeful

[Hadria] recalled a strange and grotesque visiowaking-dream, that she
had dreamt a few nights before: of a vast abysskldnd silent, which had to

be filled up to the top with the bodies of womentled down to the depths of

the pit of darkness, in order that the survivorgimiat last, walk over in

safety. Human bodies take but little room, andalbygss seemed to swallow
them, as some greedy animal its prey. But Hadrekmn her dream, that
some day it would have claimed its last victim, #mel surface would be level
and solid, so that people would come and go, saremembering that
beneath their feet was once a chasm into whictbbing lives had to descend,

to darkness and a living death. (451)

Hadria may symbolise one of those “bodies of worhget, her failure is necessary. Caird’s

implication is that, in the future, women will hatree ability to attain independence.

Although Caird saves her heroine from physical ldga¢r soul has symbolically died along

with her music. At the end of the novel, Hadriaawvers “Futility,” her once powerful

musical composition, and realises the power it $rold

It expressed with great exactness the feelingsovetwhelmed her now,
whenever she let her imagination dwell upon thedief women, of whatever
class and whatever kind. Futility! The mournful qowsition, with its strange
modern character, its suggestion of striving antfugion and pain, expressed
as only music could express, the yearning andabteess that burden so many

a woman’s heart to-day.
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She knew that the music was good, and that noveahld compose music

infinitely better. The sharpness of longing for st art cut through her. She

half turned from the piano and then went back, amtn to the flame. (466-7)
“Futility” represents and conveys the struggles disappointments Hadria, and other
women, have faced when trying to attain self-digscg\and autonomy. Although Hadria
longs to express herself through music once aghmjs hindered by her present
circumstances. Nevertheless, it is important taldisth that Hadria’s compositions are
possible through affective labour. Furthermore, téésl mental, emotional, and creative
labours have been vital in the realisation andwgwat of her artistic power.

In The Daughters of Danau€aird explores the ways in which marriage is eppive
and detrimental to women'’s self-fulfilment. Hadisaunable to explore her artistic agency
and is trapped in a loveless marriage bound bytat@md motherly obligations. Caird’s
novel, though bleak, is representative of New Woffiction. Another novel that depicts the
New Woman, and this time ensures the protagorsstsess, i$he Beth Booky Sarah
Grand.

In Sarah Grand’$he Beth Bookthe full title of which isThe Beth BookBeing a
Study of the Life of Elizabeth Caldwell MacluraMaman Geniys Beth Caldwell not only
escapes her oppressive marriage, but becomes esstidonriter and orator. Despite being
written in Bildungsroman form, the majority of thevel focuses on Beth’s childhood and
adolescence, rather than on her marriage and sudrsiequest for independence. As with her
previous essays (especially in “The New AspechefWoman Question,” in which she
attributes women’s oppression to their lack of fpeducatiort?), Grand uses the novel to
address several concerns: the downfalls resultorg fimited educational opportunities, and

the dangers in keeping women sexually ignorantlgh Beth is initially portrayed as a

32 Sarah Grand, “The New Aspect of the Woman Quegtibne North American Reviel$8.448 (Mar.1894):
272.
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victim of the education system, she eventually assps her limitations through affective
labour; she writes a successful work, and evenrbesan influential and popular orator for
the women’s movement.

The Beth Bookvas published in 1897, nearly four years aftem@amost successful
novel, The Heavenly Twingt the time of its publication, the novel recaivamixed reviews.
For The Morning PostThe Beth Bools “inferior in brightness, romance, wit, and pgeds
it is equal in the unpleasantness of the predoniitheme.** Similarly, theDaily Mail
asserts that Grand'’s “literary technique still leswnuch to be desired,” yet views the novel
as “a fine piece of work, roughly hewt{"’Lastly, althoughThe Woman'’s Signaiffers an in
depth review of the novel, it is not altogether pdimentary:

Sarah Grand does not fear to admit that she wigesovels with a purpose,
but, unfortunately, from the moment the purposermsin, the art is
destroyed.... If Sarah Grand will in the future fdrgee possibilities of a work
of fiction for polemical purposes she will probalbéke her place amongst the
very best novelists of even this the Great Victoniavelists’ era>
Today, The Beth Bools still overshadowed by its predecessor, andrasut, scholarship
isn’t extensive. For Lyssa Randolprhe Beth Bookexplores the possibility of female
emancipation and contested gender roles whilstrsitdpmarriage and motherhood.3°.”
Angelique Richardson also focuses on Grand’s dgitowards marriage and asserts,
“Grand’s parables of mistaken marriages were nattack on the sacred institution of

marriage itself, nor a call to women to leave tligimestic roles; instead, she was

33 “Books of the Day," The Morning PosfLondon] 11 Nov. 1897: 2.

34 “The World of Books, Daily Mail [London] 9 Nov. 1897: 3.

% “The Beth Bogk The Woman’s SignélLondon] 2 Dec. 1897: 354.

% Lyssa Randolph, “The Child and the ‘Genius:’ NesieBce in Sarah GrandEhe Beth BogK Victorian
Review26.1 (2000): 64.
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demonstrating the importance of responsible, eagemiual selection®” Other scholars
focus on Grand’s portrayal of the female artistcéaing to Showalter, Grand successfully
“describe[s] the creative psychology of the womgisg'® and Pykett similarly asserts that
the novel “offers one of the most sustained repragi®ns of the sensibility of the woman

artist.”®

Although all these scholars offer valuable andgim$ul interpretations of the novel,
| will examine Beth’s affective labour and demoastrhow this labour enables her to attain
success as a writer and orator.

One of main objectives dte Beth Bools to shed light on the importance of
education. According to Iveta Jusova, Grand useddeels to “point out the crippling
effects of limited educational and career oppottesiavailable for even the best equipped
women, and to challenge the lack of medical andi@exstruction in women’s
upbringing.”® Grand exposes and criticises the education sysyemodelling the Royal
Service School in her novel, on the schools thettec for women at the time:

Most of the girls at the Royal Service School wodde to work for
themselves, and teaching was almost the only otiompapen to them, yet
such education as they received, consisting ad afdnere rudiments, was an
insult to the high average of intelligence thataofd amongst them. They
were not taught one thing thoroughly, not evenrtbein language, and

remained handicapped to the end of their livesMamt of a grounding in

grammar. When you find a woman's diction at faudtyer gird at her for want

37 Angelique Richardson, “The Eugenization of Lovaréh Grand and the Morality of Genealogyittorian
StudiesA2.2 (2000): 248.

3 Elaine ShowalterA Literature of Their Own: British Women Novelistsm Bronté to Lessin(Princeton, NJ:
Princeton UP, 1977): 169.

39 Pykett, The Improper Feminin&78.

0 |veta Jusova, “Imperialist Feminism: Colonial lssun Sarah GrandBhe Heavenly TwinandThe Beth
Book” English Literature in Transition, 1880-192@3.3 (2000): 300.
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of intelligence, but at those in authority over lreher youth, who thought
anything in the way of education good enough fgirg**

And again,
There was no monotony in Miss Blackburne's estafiient. The girls were
taken in turns to operas, concerts, picture-gakerand every kind of
exhibition that might help to cultivate their mind® be able to discuss such
things was a part of their education. They wereeetgrl to describe all they
saw, fluently and pleasantly, but without criticiemough to require thought
and provoke argument, which is apt to be tediouSeraldine had not
exaggerated when she called Miss Blackburne's $ehimocing house for the
marriage market. At that time marriage was the @alger open to a
gentlewoman, and the object of her education wasatke her attractive. The
theory then was that solid acquirements were betlomghysical strength of
girls, besides being unnecessary. Showy accompdéistentherefore, were all
that was aimed at.... Music, singing, drawing, dagckrench, German,
Italian—whatever it might be.... (318)

Grand describes the school as a “forcing housthtomarriage market,” because girls are

being trained to attract suitable men, rather theing taught skills for possible future

employment. By denying women a well-rounded edocatbne comparable to men'’s,

society is reinforcing Victorian ideals. It is obus, then, why Grand was so adamant in

exposing this inequality.

Grand further demonstrates the disadvantages @mMeg an inadequate education

when Beth compares her knowledge with that of nethier’s friends:

“1 Sarah GrandThe Beth Book: Being a Study of the Life of Eligai@aldwell Maclure, a Woman of Genius
(London: Virago, 1980) 296. All future references to this edition and will be cited parenthetigati the text.
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Beth, perceiving that [men’s] superiority was nutate, tried to discover how
it was acquired that she might cultivate it. Gaitingefrom their attitude
towards her ignorance that this superiority resmaehow on a knowledge of
the Latin grammar, she hunted up an old one obhaher's and opened it
with awe, so much seemed to depend on it. Verbslaal@nsions came easily
enough to her, however. The construction of thguage was puzzling at the
outset; but, with a little help, she soon discoddteat even in that there was
nothing occult. Any industrious, persevering persould learn a language,
she decided; and then she made more observatioasliSovered that, in the
estimation of men, feminine attributes are all fitieto masculine attributes.
Any evidence of reasoning capacity in a woman tiedgl to be abnormal, and
they denied that women were ever logical....

This persistent endeavour to exalt themselves wgriog women struck
Beth as mean, and made her thoughtful. She begeaspgcting their
masculine minds as much as they did themselveghbatcame a doubt if
they were any larger and more capable than thesrohdomen would be if

they were properly trained and developed.... (273-4)

The language in this passage resembles that aémtific experiment, or a mathematical, or

even ethical, proof equation. The words, “discav@abservations,” “estimation,” and

“evidence,” give this passage the impression afiensific report. Moreover, since Beth is

trying to discover “how [intelligence and superignvere] acquired,” her Latin textbook and

herself (as a test subject) do resemble experirherairials. There is also a hint of irony in

the line, “She began by respecting their mascuhimals as much as they did themselves.”

This sentence suggests that men don’t even higlyect themselves (nor their minds),

therefore she will respect them only so much. Tihis in conjunction with “This persistent
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endeavour to exalt themselves by lowering womarcktBeth as mean, and made her
thoughtful,” acts as the conclusion or theorem dedurom her investigation. Beth
concludes with the comforting thought that men @¢oec® women of inferiority just to “exalt”
themselves, and that since men have low self-résgiee shouldn’t give them more credit
than they deserveAccording to Murphy, “masculine control over langeaand
interpretation provides the vehicle for maintainimgmen in an inferior positiori:*
Nevertheless, Grand’s carefully developed proseates that not only is Beth sharp and
perceptive, but she exercises control over languatfee way that Grand does in this
passage.

In addition to stressing the importance of womedsacation, Grand also addresses
how women were kept in the dark about sexual nstéer a way to further oppress them. As
Heilmann points out, “by keeping middle-class gatsl women ignorant of the physical side
of marriage and of their husbands’ past, sociehdooes middle class men’s sexual exploits
among working-class womeA*Not only did Grand criticise the implementatiormamen’s
sexual ignorance, but she also objected to Thedganis Diseases Acts. According to
Showalter, The Contagious Diseases Acts (1864-1884¢ established to “control syphilis
by enforced examination, detection, and treatméptastitutes in garrison towné*Yet,
while women were being brutalized, men were exenopt treatment and discrimination,
even while spreading venereal diseases to theipareenced and naive wives. Moreover, the
doctors working in the Lock Hospital, “in which @tdutes were confined for examination
and treatment® were the ones most responsible for violating wan@mand explores men’s
brutality of women through Beth’s husband, who 8vésectionist and “in charge of the

Lock Hospital” (398):

“2 patricia Murphy, “Reevaluating Female “Inferioritgarah Grand versus Charles Darwixttorian
Literature and Culture26.2 (1998): 230.

3 Heilmann,New Woman Fiction: Women Writing First-wave Fenmini9.

** ShowalterA Literature of Their Owr334.

> Showalter 153.
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“Good authorities say that nothing useful has ldisoovered by vivisection
that could not have been discovered without it,thBejoined. “And even if it
had been the means of saving human life, that woeolgustify your
employment of it.... Had | known you were a vivisecticshould not only
have refused to marry you, | should have decliveakssociate with you. To
conceal such a thing from the woman you were atwootarry was a cruel
injustice—a fraud.”

“I concealed nothing from you that you were old egio to understand and
take a right view of,” Dan protested.

“According to custom,” said Beth. “Anything that ghit prevent a woman
accepting a man is carefully concealed from her.ou ®id not think me too
young to put at the head of a house, or to rumigikeof becoming a mother....
But that is the way with men. For anything thatstheir own convenience
they are ingenious in finding excuses. As a rileytsee but one side of a
social question, and that is their own. | cannatarstand any but unsexed
women associating with vivisectors. Don't pretend pursue such
experiments reluctantly—you delight in them....” (440

While Dan insists that he concealed his career BBath because she was not “old enough to
understand,” it is clear that it was done so agmebmpromise the marriage. Through Beth,
Grand is able to attack the supposed need for &anment:” if women aren’t “too young to
[be] put at the head of a house, or to run theafdkecoming a mother,” then they should be
old enough to learn about sexual matters as wettoAling to Norma Clarke, “Grand wanted

women to work together to banish that ignorancaiabex which could lead a girl into

92



unwittingly marrying a man who had venereal dis¢43&lot only was sexual awareness
necessary to protect women and their children fpotentially contracting the disease, but it
was also a way for women to fight against subjectio
As Beth begins to understand her financial deperyen her husband, and the
overall constraints of marriage, she searches fda@e to call her own. The discovery of the
“secret chamber” (347) is what marks the beginmihiger road towards independence. As
Showalter asserts, Beth is in need of “solitude sewecy; she is at a disadvantage in
education and economic position, and her husbalicltes her efforts to write*” It is in the
privacy of this room that she begins her affectal®ur, while writing a novel for possible
publication:
Her mind, wonderfully fertilised, teemed again—math vain imaginings,
however, as heretofore, but with something morestsuibial. Purposeful
thought was where the mere froth of sensuous séiddpeen; and it was
thought that now clamoured for expression instddeverses and stories—
fireworks of the brain, pleasant, transient, fudiistractions with nothing more
nourishing in them than the interest and entertaimrof the moment—which
had occupied her chiefly from of old. It was natWcaeBeth to be open, to
discuss all that concerned herself with her frietds having no one to talk to
now, she began on a sudden to record her thougttsrgressions in writing;
and having once begun, she entered upon a new phasestence altogether.
She had discovered a recreation which was morelabgahan anything she
had ever tried before; for her early scribbling baén of another kind, not
nearly so entrancing.... Like many another earnesiope she mistook the

things of no importance for things that matter lwsesthe doing of them cost

“® Norma Clarke, “Feminism and the Popular Novehef 1890s: A Brief Consideration of a Forgotten Festi
Novelist,” Feminist Reviev20 (1985): 96.
" ShowalterA Literature of Their Owri70.
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her much; and it was the intellectual exercise ddlecate fancy work of her
brain, a matter of enormous consequence, thateyflected. Not knowing that
“If a man love the labour of any trade, apart fronyauestion of success or
fame, the gods have called hirshe made the fitting of herself for the work of
her life her last exercise at the tired end ofdhg. She rose early and went to
bed late in order to gain a little more time totejbut never suspected that
her delight in the effort to find expression forathwvas in her mind of itself
proclaimed her one of the elect. (357-8)

In the first four lines of the passage, the languaigd metaphors invoke nature, specifically

the natural growing process: “her mind wonderfddistilized, teemed again,” “froth of

sensuous,” “futile distractions with northing maor@urishing.” There are also vivid words

like “clamoured” and “fireworks” that serve to shgust how drastic of a change is taking

place. In addition, in the first sentence Granccdbss Beth'’s ideas as “fireworks of the

brain” that appear and explode in an effort to Xi@ressed. Grand is also suggesting that idle

“imaginings” were the only, or pinnacle, of thoughat women were supposed to be capable

of; by having Beth think of something more “subsi@i Grand is distancing herself from

the previous inferior accounts of women’s minds striking and powerful way.

Due to her inability to discuss her thoughts wign dominant and demeaning
husband, Beth begins to “record her thoughts anuig@ssions” in writing; this “intellectual
exercise” is the start of her affective labour.hdligh Grand considered writing to be tedious,
Beth welcomes the challenge and views it as a ptea¥Duty she conceived to be a painful
effort necessarily, but writing was a pleasure.&uotation towards the endf & man love
the labour of any trade, apart from any questioswécess or fame, the gods have called
him,” emphasizes this point; Beth is more than willtogsacrifice other aspects of her life, to

afford herself the necessary time to engage imnging. Grand also considers Beth one of
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“the elect.” In religion, the elect were those aflody God for salvation. However, Oscar
Wilde’s definition in his preface dfhe Picture of Dorian Grgysuggests otherwise.
According to Wilde, “the elect” were artists, ooie who could create “beautiful things,”
and who could also “find beautiful meanings in k#althings.”® Thus, Grand is setting up
a debate between the old, religious idea of thet @led the new one of artistic expression.
Beth'’s passion for writing may be strong, yet, bekeves her written work to be
insignificant, and not good enough to be publisfidds changes when she is presented with
“the possibility of making a [writing] career foerself” (369). Excited by the prospect of
being able to pay her debts through writing, rathan embroidery, she begins to apply
herself with fervour:
Her mind, which had run riot, fancy-fed with langoos dreams in the days
when grew gradually stronger as she exercisedlnder the influence of
nourishing books, her mind, sustained and stimd/diecame nervously
active.... From the time she began to think of tlygesind diction of prose as
something to be separately acquired, the spontarfémw of her thoughts was
checked and hampered, and she expended hersa#fhiofhing her tools, as it
were, instead of using her tools to fashion herkw@rhen, in her reading, she
came under the influence of academic minds, shalbsatural freshness, and
succeeded in being artificial. Her English becauongitl with Latinities. She
took phrases which had flowed from her pen, ancwating in their simple
eloquence, and toiled at them, turning and twistiveggm until she had
laboured all the life out of them; and then, migtgkeffort for power, and
having wearied herself, she was satisfied. Beiogiifident to suspect that

she had any natural faculty, she conceived thatibie trouble she gave

8 Oscar WildeThe Picture of Dorian Grayed Isobel Murray (Oxford: Oxford UP, 1998) xxiii.
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herself the better must be the result; and conselyughe did nothing worth

the doing except as an exercise of ingenuity. Skeserving her

apprenticeship, however—making her mistakes. (310-7
It is in this passage that Beth’s affective labsugvident. Although Grand’s use of the terms
“labour” and “toil” imply hard work, Beth isn’t bag paid for her efforts, as suggested by the
term “apprenticeship.” By using the term affectiabour, Beth’s writing can be understood
as labour involving mental and creative facult@®$hough Beth’s confidence in her writing
is growing, she has trouble believing that her @aite is important. This is why she initially
tries to read various authors and mimic their rhetoNevertheless, despite her initial
troubles, she becomes confident in her innate ttadew her completed work is even
promised publication.

With the promise of her work’s publication, ane tfifty pounds [made] by her
beautiful embroideries” (394), Beth leaves her lamsband her oppressive marriage and
moves to London. Yet, despite the “very respectabtzess” that comes with her book being
published, Beth’s attitude towards her writing ap@st “her enthusiasm had singularly
cooled; it had ceased to be a pleasure, and beanra#fort to her to express herself in that
way” (516). With Angelica’s help, Beth finds oragito be her new medium of expression:

She was going as a stopgap to speak at a largengnezbblige Angelica. She
had the credit of being able to speak, and shelatgpposed that she could
in a way, because of the success of her first @item

Late that night after the meeting she returnecetacbttage alone,
cowering in a corner of the Kilroys' carriage. Sves cowering from the
recollection of a great crowd that rose with deafgrshouts and seemed to be
rushing at her—cowering, too, from the inevitableiat she had been forced

to recognise—her vocation—discovered by acciderd,vaith dismay, for it
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was not what she would have chosen for herselfiywmeay had it occurred to
her that she had any choice in the matter. There alevays moments when
she would fain have led the life which knows ncedaeyond the cultivation of
the arts, no service but devotion to them, no plesakke the enjoyment of
them,—a selfish life made up of impersonal delightsh as music, which is
emotion made audible, painting, which is emotiordengisible, and poetry,
which is emotion made comprehensible;—and sucte @diuld not have been
anything but grateful to one like Beth, who had ¢hpacity for so many
interests of the kind. She was debarred from all, thowever, by grace of
nature. Beth could not have lived for herself hiagl sied. So that now, when
the call had come, and the way in which she coakt live for others was
made plain to her, she had no thought but to puts(&24)
Although Beth is initially hesitant in talking taish a large group, the “the recollection of a
great crowd that rose with deafening shouts anoheddo be rushing at her” validates her
ability to speak with conviction, and inspire otheAccording to Heilmann, “when Beth
projects the power and rhythm of her voice to irsprieer beliefs on her audience, she stages
a public performance not so very dissimilar to tfein actor, musician or singef 'Grand
explains the various ways that emotion is displayedugh the arts “such as music, which is
emotion made audible, painting, which is emotiordengisible, and poetry, which is emotion
made comprehensible.” Thus, Beth’s orating is &ffedabour in the same way that
labouring in the arts through music, singing, ag@md painting is: it uses the emotional,
creative, and mental faculties to express ideasandey them in a way that will influence
others. Her new found career as an orator foreherfist movement gives her the chance to

act out her ideas and instil them in her audief8ke had been misled herself, and so had

9 Heilmann,New Woman Fiction: Women Writing First-wave Fenmmnis89.
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every one else, by her pretty talent for writingr love of turning phrases, her play on the
music of words. The writing had come of cultivatitt this—the last discovered power—
was the natural gift” (525). It is through this ear that she is finally able to “realize her
potential [and] achieve both public (political) apersonal (emotional) fulfilment® as well
as attain independence.

Sarah Grand'$he Beth Booknd Mona Caird’3he Daughters of Danaudearly
share similarities, primarily because both novelgick women who engage in the affective
labours of the arts: Beth aspires to become anmteile Hadria struggles to publish her
musical compositions. In addition, both Beth andltaenter marriages in which they
become oppressed by their husbands and/or fanmiglehing their professional aspirations.
Although Hadria is unable to escape the constnstiaf marriage and attain independence,
Beth’s success as a writer and orator shows thatemovere gaining new opportunities that
would enable them to overcome their oppression.fifta¢ work | will be considering in this
chapter may not have any immediate similaritie®Waird’s and Grand’s novels, yet, it is
striking achievement of the late nineteenth-centGatherine L. PirkisThe Experiences of
Loveday Brooke: Lady Detectiia remarkable text not only because it portrays af the
first female detectives in literature, but it deesbefore women had the opportunity to
consider police work as a possible career.

Loveday Brooke is a single woman who doesn’t engiagéfective labours through
art; rather, she engages in mental affective labadnile detecting and solving crimes.
Although Loveday works as a detective, she is figant not only because she is in a
profession where women have yet to be acceptedydmatuse her ability to solve crimes
successfully gains her recognition. Moreover, athlean Gregory Klein asserts, “With

obligations to no one but herself and her profegdivooke chooses how she will spend her

*0 Heilmann,New Woman Fiction: Women Writing First-wave Fenmmis9.
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time. She has neither marital, parental, nor fahdbligations to hinder her movement and
thoughts; she does no conventional women’s workhus, she has the ability to apply
herself completely to her profession.

While there is relatively little scholarship omrfale detectives in the late nineteenth
century,The Experiences of Loveday Brooke: Lady Deteddigenerally regarded as the first
set of stories that portrayed a professional ferdatective. Originally published as separate
stories in London’sudgate Monthlyn 1893, it was only in 1894 that “Hutchinson &
Company published all seven stories in a collectiotitledThe Experiences of Loveday
Brooke, Lady Detectivavith ink-and-wash drawings by the unaccountalaguar illustrator
Bernard Higham>? At this time, the work was subject to mixed revselhiverpool Mercury
not only refers to the author by the wrong namer.“Rarkes” rather than Pirkis, but
concludes the review with “While pleasant enougis doubtful if Mr. Parkes’s little stories
are up to the standard requiréd Similarly, althoughThe Pall Mall Gazettdeems the work
“as good if not better than most volumes of thig,5d still views it as an imitation of
Sherlock Holmes‘The idea is the same as Mr. Conan Doyle’s, tioag doubt prompted by
an uneasy desire to avoid the charge of plagiatisenauthor has made his central figure a
lady detective.... The fact is, we get wearied witbse stories™ For theGlasgow Herald
“Miss Loveday Brooke continues to outshine the ciéte Sherlock Holmes in preternatural
prescience;” yet, the reviewer is quick to criticlsoveday’s character: “We are just afraid
Miss Brooke is too clever in catching criminals eteecatch a husband>Nonetheless, a
year later, th&lasgow Heraldalters its attitude towards the work, and offegdaaving

review:

*1 Kathleen Gregory KleinThe Woman Detective: Gender & Gefftirbana: University of lllinois, 1995) 70.
2 Michael SimsThe Penguin Book of Victorian Women in Crime: Faigyo Cops and Private Eyes from the
Time of Sherlock Holméslew York: Penguin, 2011) 105.

3« jterary Notices, Liverpool MercuryiLiverpool] 4 Apr. 1894: 7.

> “Reviews,” The Pall Mall Gazett¢l. ondon] 6 Apr. 1894: 4.

*“The May Magazines,Glasgow HeraldGlasgow] 11 May 1893: 10.
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“[Brooke’s] intuition, her wide knowledge, her uilfag perspicuity, entitle

her to quite an honourable place in her professidothing is too small to

afford her a hint; no mystery is too great for teeunveil.... Mr. (or Miss)

Pirkis has produced a readable and interesting hdbéf strange matters,

and we believe there are plenty of people who ddind enough mystery in

the newspapers or in the lives around them, artldetectation and, perhaps,

education in the tracking of paper criminals.”
Recently, critics have also debated whether otLoweday represents the odd woman, or the
New Woman. According to Elizabeth Carolyn Milleg\ueday Brooke is “the only one of the
1890s lady detectives who was unmarried and unspigkeand of whom there is never any
indication that she would consider marriageJoseph A. Kestner also comments on
Loveday'’s status, comparing her to one of Gissiobaracters ifThe Odd Womemather
than a figure representative of the New Woman: Beas “unmarried, self-sufficient,
engaged in a profession, without any attachmentsharhight hinder or delay her work....
She is completely self-defining and self-determiiirf Conversely, Therie Hendrey-
Seabrook claims that Brooke “demonstrates the sevieindependence, both intellectual and
practical, that might possibly be achieved by tresviWVoman.?® Nevertheless, these
scholars applaud Pirkis’ ability to create a chemasimilar to that of Sherlock Holmes,
encompassing the intelligence typically associatild professional men of that time. Other
scholars insist that Pirkis’ protagonist doesnaltdnge Victorian conventions as much as the

heroines of other New Woman novels. For Carla TndduLoveday fails to embody the New

%6« jterature,” Glasgow HeraldGlasgow] 22 March 1894: 9.

>’ Elizabeth Carolyn Miller, “Trouble with She-DickBrivate Eyes and Public WomenThe Adventures of
Loveday Brooke, Lady DetectiV&/ictorian Literature and Culture83 (Nov. 2005): 48.

%8 Joseph A. KestneSherlock's Sisters: The British Female Detecti®64t1913(Aldershot: Ashgate, 2003)
72.

% Therie Hendrey-SeabrodiReclassifying the Female Detective of the fin idele Loveday
BrookeVocation, and Vocality Clues: A Journal of Detectio26.1 (2007): 77.
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Woman because she uses “traditional womanly traissicceed® thus, Pirkis isn’t pushing
“culturally-prescribed professional boundari&§While Loveday does use her knowledge of
the domestic sphere to solve crimes, her positiammale-dominated field more than
gualifies as New Woman material. Moreover, Pirkigitagonist uses her sex to her
advantage, transforming herself in various roles @ring undetected when solving cases.
As | previously mentioned, Pirkis created Lovegagrs before women could actually
work in the police force, and even years beforg there to be paid for their labour.
According to Miller, while some women were “empldyas wardens in women'’s prisoffs”
in 1883, “their official recognition [in the poliderce was] in 1918° Initially “women
police began solely as volunteers, having beendtron by private organizations wishing to
see their presence in their towlf.However, in 1915, “two women stationed at Grantham
were sworn in as members of the police force...patdbpolice funds, and worked under
the orders of the Chief Constabf.It is important to mention that policewomen “were
recruited largely from the middle-and upper-class&&® Therefore, despite Kungl’s
apprehension in identifying the figure of the feendktective with that of the New Woman,
their class and level of education, as well ag tinelependence, prove otherwise.
Throughout the stories, Loveday is seen solvinges on her own; and although her
job requires her to travel even sometimes at ngjte,does so without the help of any male
figure. In the previous chapter, | discuss how womwao labour for money in the public
sphere, are likened to the figure of the prostit8ieilarly, Loveday’s paid profession and

social mobility, “moving constantly between traimdecab ... village and city®* lead to her

¢ Carla T. KunglCreating the Fictional Female Detective: The Sleid#toines of British Women Writers,
1890-194Q(Jefferson: McFarland, 2006) 61.

1 Kungl 60.
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compromised reputation. Miller expands on this idg&xplaining that “The female
criminal’s connection to labour in late-Victorianiminal theory not only links [Loveday] to
the sex worker, but also, conversely, establiskesaf unsexed or masculinised because of
her participation in the male sphere of work owtdier home®® Nonetheless, Loveday’s
refusal to be oppressed by Victorian social antucail standards further associates her with
the figure of New Woman.

In the first story of the collection, “The BlackaB Left on a Door-Step,” Pirkis tells
the reader that Loveday is “a little over thirtyaye of age * Pirkis proceeds to give a short
but telling physical account of her protagonist:

She was not tall, she was not short; she was mkf slae was not fair; she was
neither handsome nor ugly. Her features were dlt@genondescript; her one
noticeable trait was a habit she had, when absarbgdught, of dropping her
eyelids over her eyes till only a line of eyebalbwed, and she appeared to be
looking out at the world through a slit, insteadtobugh a window. (4)
Pirkis describes her heroine according to a listegfations, ultimately resulting in Loveday’s
“nondescript” appearance. This depiction is, irt,faarposeful. It is Loveday’s ordinariness
that aids her in her job as a detective, allowiagtb be able to transform herself in whatever
character she sees fit. Pirkis continues her initbdn by explaining how Loveday came to
be a detective:
Some five or six years previously, by a jerk oftdoe's wheel, Loveday had
been thrown upon the world penniless and all behéiiess. Marketable
accomplishments she had found she had none, dmsgherthwith defied
convention, and had chosen for herself a careéhtdhcut her off sharply

from her former associates and her position inetgcFor five or six years

68 n1;

Miller 56.
% Catherine Louisa Pirkighe Experiences of Loveday Brooke: Lady Dete¢®leucestershire: Dodo
Publications, 2009) 4. All future references aréhie edition and will be cited parentheticallythe text.
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she drudged away patiently in the lower walks afgrefession; then chance,
or, to speak more precisely, an intricate crimoesde, threw her in the way of
the experienced head of the flourishing detectgenay in Lynch Court. He
quickly enough found out the stuff she was madeauwd, threw her in the way
of better-class work—work, indeed, that broughtease of pay and of
reputation alike to him and to Loveday. (4)
While Pirkis’ description is again ambiguous, sel@nferences can be made. Since Loveday
is left “penniless” by “a jerk of Fortune’s wheelye can assume that she previously had
money and many friends; this indicates that sheecaom a middle or upper class
background. Subsequently, Pirkis establishes thaeday lacks “marketable
accomplishments.” According to Hendrey-Seabrodke ‘lise of the term accomplishment
here, rather than the more employment-related, si#in indicator of a leisured lifestyle
where women learned only to present themselvesaaisageable and decorative
commodities.™ It can then be assumed that Loveday comes frazasonably wealthy
background. Despite losing her money and statugeday never considers marriage as a
viable option; instead, she decides to work inagency at an entry level position. Pirkis’ use
of the term “profession” to describe Loveday’s wdskalso significant. According fbhe
Oxford English Dictionarya “profession” is “the occupation which one psses to be
skilled in and to follow; a vocation in which a feesed knowledge of some department of
learning or science is used in its application; @aling or occupation by which a person
habitually earns his living™ Although Loveday’s career is paid, the stratehinking,
reasoning, and mental labour she engages in cdatbamined as being primarily affective.
While I will not discuss all the stories in the leation, | will analyse the different affective

labours that aid Loveday in detecting crime.

" Hendrey-Seabrook 80.
" The Oxford English Dictionan?™ ed. 1991.
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Gaining a more solid position in the agency, antliin a good “reputation” (4),
infers that Loveday has gained success as a detettie to her skills. In fact, Ebenezer Dyer,
the head of the agency, praises her professioiidyab
“Too much of a lady, do you say?” he would sayrigane who chanced to
call in question those qualifications. “I don’t eawopence-halfpenny whether
she is or is not a lady. | only know she is the hsesisible and practical
woman | ever met. In the first place, she has #loallfy—so rare among
women-—of carrying out orders to the very lettertha second place, she has a
clear, shrewd brain, unhampered by any hard-arndkaseries; thirdly, and
most important item of all, she has so much comsemse that it amounts to
genius—positively to genius, sir." (5)
Loveday is portrayed as having virtues, such agdlipence and shrewdness, that in the past
weren't valued in women. Moreover, she is abledlwescases successfully and on her own.
In addition to Loveday’s “chain of reasoning” (2&)d deductive thinking, she is also
very strategic in planning her introduction to taasispected of a crime. In “A Princess’s
Vengeance,” she prefers to not be introduced ttvtlusehold initially: ““Don’t introduce me
at all at first,” answered Loveday. ‘Get me intor@quiet corner, where | can see without
being seen. Later on in the afternoon, when | lecetime to look round a little, I'll tell you
whether it will be necessary to introduce me ot’r(@07). After critically surveying the
scene, and the behaviour of those present, Lovéeleges to be introduced to the group.
“That is a most interesting group,” [Loveday] sdidpw, if you like, you
may introduce me to your mother.”
“Oh, with pleasure- under what name?” [the Maj@fed.
“Under my own,” she answered, “and please be vestyndt in

pronouncing it, raise your voice slightly so thaéey one of those persons
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may heart it. And then, please add my professiod,say | am here at your
request to investigate the circumstances conneatedVidlle. Cunier’s
disappearance.” (113)
While this may appear as a curious introductionjdday'’s insistence to be presented under
her own name and profession has a distinct purpogeshe explains at the end of the story:
“My motive for so doing was simply, as it were réose the sudden cry, ‘The
enemy is upon you,” and to set every one of thive@eersons guarding their
weak point- that is, if they had one. I'll draw ya@itention to what followed.
Mr. Cassimi remained nonchalant and impassive; yoather and Lady
Gwynne exchanged glances, and they both simultahetuew a nervous
look at Lady Gwynne's hat lying on the chair. NaaM &aad stood waiting to
be introduced to Mrs. Druce, | had casually readrthme of Madame Céline
on the lining of the hat and | at once concluded Madame Céline must be a
very weak point indeed; a conclusion that was cordd when Lady Gwynne
hurriedly seized her hat and as hurriedly depaiftedn the Princess scarcely
less abruptly rose and left the room, and Lebruthemoint of entering,
quitted it also. When he returned five minutesrlatath the claret-cup, he had
removed the ring from his finger, so | had nowditioubt where his weak
point lay.” (124-5)
It is clear that Loveday wants to observe and a®allje initial reactions of the people in the
room. The way the Major’s “mother and Lady Gwynmelenged glances,” and
subsequently nervously looked at “Lady Gwynne’slyialg on the chair,” attract her
attention, and bring her closer to solving the erifihe mental labouring necessary to
strategically plan an introduction in order to obtte desired effect of the people is one of

the many affective labours Loveday performs whillvieg cases.
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In the “The Murder at Troyte’s Hill,” the readerlal®s how Loveday approaches a
new case. She says “I start on my work withoubtlyeof any sort-in fact, | may say, with
my mind a perfect blank™ (37); this proves thatveolay treats every case without any
preconceived notions. A story that illustrates Lasggs unbiased approach is “The Redhill
Sisterhood.” As Inspector Gunning familiarizes Ldag with the case, he lets his
preconceived notions show when he deems Sisterddauiilty for the crime, solely based
on her appearance: “By-the-way, | have heard wiaa’s face being enough to hang him, but
until I saw Sister Monica’s, | never saw a womdaee that could perform the same kind
office for her. Of all the lowest criminal typesfates | have ever seen, | think hers is about
the lowest and most repulsive™ (71). Loveday, heare refuses to let Sister Monica’s
“coarse-feautured and generally repellent face) petsuade her into believing her to be the
suspect. At the end, when she solves the case,d3isrher to explain how she knew
Gunning’s hypothesis was wrong.
[Inspector Dyer] “In the final place, | would like know what it was that
diverted your suspicions from the unfortunate $&sté
“The way in which they handled the children,” ansseeLoveday
promptly. “I have seen female criminals of all kéngiandling children, and |
have noticed that although they may occasionalbndtis is rare-treat them
with a certain rough sort of kindness, of tendesrtbsy are utterly incapable.
Now Sister Monica, | must admit, is not pleasarbtik at; at the same time,
there was something absolutely beautiful in the wmayhich she lifted the
little cripple out of the cart, put his tiny thimhd round her neck, and carried
him into the house.” (96)
According to Miller, “Brooke’s removal of suspicidrom Sister Monica is typical of the

stories’ general defence of women who are reguladyginalized because of appearance,
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class, occupation, or nationalit{#’Miller continues by pointing out that “one of thentral
radical qualities of Pirkis’ series of stories & lefusal, unlike contemporaries, to blame
crime on ‘the usual suspects:’ the ugly, unattvactine poor, and the foreign are all
exonerated by Loveday Brook&'Loveday’s knowledge of criminals’ tendencies and
patterns, in addition to her elimination of anyqmeceived notions before looking at a new
case, certainly aid her in her profession. Somegjraeen her familiarity with the domestic,
private sphere, allows her to solve the case.ititistance, Loveday’s observation of the
caring way the Sisters “handle the children,” isha@s a clue that might have escaped a man
analysing the same scene.

As with most detectives, Loveday’s deductive reaspand careful analysis of clues
enable her to solve crimes successfully. Loveddgtuctive process is most evident in
“Drawn Daggers,” when Mr Hawke asks her how shenkfidary O’ Grady was playing the
part of Miss Monroe” (150). Utilizing her familiayi with domestic processes she concludes:

“Not immediately. My suspicions were excited, cantg and when | went up
to her room, in company with Mrs. Hawke's maid séhsuspicions were
confirmed. The orderliness of that room was somegtnemarkable. Now,
there is the orderliness of a lady in the arranggragher room, and the
orderliness of a maid, and the two things, belee are widely different. A
lady, who has no maid, and who has the gift of dirtkess, will put things
away when done with, and so leave her room a @atineatness. | don't
think, however, it would for a moment occur to keepull things so as to be
conveniently ready for her to use the next timediiesses in that room. This
would be what a maid, accustomed to arrange a fooher mistress's use,

would do mechanically. Miss Monroe's room was thatness of a maid—not

2 Miller 57.
= Miller 57.
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of a lady, and | was assured by Mrs. Hawke's nfatlit was a neatness
accomplished by her own hands. As | stood theokihg at that room, the
whole conspiracy—if | may so call it-little by létpieced itself together, and
became plain to me. Possibilities quickly grew iptobabilities, and these
probabilities once admitted, brought other supjpmsstin their train.” (150)
In this passage Loveday utilises her knowledgenofas classes to solve the murder. She
concludes that the “orderliness of that room” @igative of a woman who was a maid, and
not of a woman belonging to the upper class. Hexfahobservations aid her in deducing
that Miss Monroe and Mary O’ Grady must have svattidentities.

In addition to mental labour, Loveday engages pawicular kind of emotional
labour, that resembles Clara’s acting'ime Nether WorldLoveday often solves crimes by
exploiting emotional resources, and altering hgreapance and personality. In “The Murder
of Troyte’s Hill” Loveday disguises herself as ananuensis so that she can go undetected
while investigating the Craven household. Likewiselhe Redhill Sisterhood” Mr. Dyer
states that women detectives are more satisfatttarymen, for they are less likely to attract
attention” (67); subsequently, Loveday solves tie by posing as a “nursery governess”
(69). In “A Princess’s Vengeance,” rather thanngkanother domestic role, Loveday uses
her “nondescript” (4) appearance to her advantsige sits in “a quiet corner” (107), going
undetected while she observes the people in theehdo “Drawn Daggers” Loveday
“assume[s] the part of a lady house decoratoreretnployment of a West-end firm, and sent
by them to survey [Mr. Hawke’s] house and adviseruips re-decoration” (137); and lastly,
in “The Ghost of Fountain Lane,” Loveday poses &mlger. Throughout these stories,
Loveday is like a chameleon, assuming the appearamd role of various domestic persons

to solve crimes.
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In The Experiences of Loveday Brooke: Lady Deteddu&is explores a new woman
figure who labours in a non-traditional way. Desgitiving a paid profession, Loveday
mentally and emotionally labours, and furthermbdesplays imaginative intelligence rooted
in common sense’® Although Loveday’s labours differ from those ofdtia and Beth, they
do represent the new opportunities available to emat the close of the nineteenth century.

In this chapter, the affective labours of the &tsmposing, writing, and orating) have
been discussed. In addition, the mental laboumiggired in the profession of detecting has
been analysed in an effort to illustrate the waynga were taking hold of new opportunities.
While Caird, Grand, and Pirkis are just a few & New Woman writers, they do represent a
comprehensive view of what they hoped to achiex@ugih their work, and of what the
movement stood for as a whole. Although Caird vedmthy objected to marriage and
motherhood in her literary career, she also betlene “free marriage,” one where women
can be independent and able to exercise theitiardigenciesThe Daughters of Danausot
only reflects Caird’s ideas, but also displays woms@otential to achieve power and
greatness through art. On the other hand, Gramdéecin social reform focused on giving
women a well-rounded educatiorhe Beth Bookertainly addresses these concerns through
Beth’s character; Beth achieves success as arr aradowriter despite her limited education
and oppressive marriage. Lastly, while Pirkis tadkesltogether different approach and
depicts the female detective, she does so in duewoary manner, before women even had
the chance to labour in Scotland Yard. Althoughplogs in all three works differ, their
intentions are the same: to demonstrate that watodrave the ability of attaining autonomy

despite societal constraints.
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Chapter Five: Arnold Bennett's The Old Wives’ Taleand May Sinclair's The Creators

What makes a novel important enough to impresH iipen both the
discriminating few and the less discriminating many The first thing is that
the novel should seem to be true. It cannot seeenittthe characters do not
seem to be real. Style counts; plot counts; ineentounts; originality counts;
wide sympathy counts. But none of these countshamytike so much as the
convincingness of the characters. If the charaeterseal then the novel will
have a chance; if they are not oblivion will begtstion.
The excerpt from Arnold Bennett's 1923 essay “ks Movel Decaying?” is part of a great
literary debate of the early twentieth century: Buwvardian novel vs. the Modern novel,
Bennett vs. Virginia Woolf. For Bennett, a novedisccess is based largely on its ability to
create believable characters. He expounds on éigqus assertions by using Conan Doyle’s
Sherlock Holmes stories as an example of goodfictand Woolf'sJacob’s Roonas one
that fails in “character creating:”
| have seldom read a cleverer book than Virginiso\WW® Jacob’s Rooma
novel which has made a great stir in a small watld. packed and bursting
with originality, and it is exquisitely written. Bthe characters do not vitally
survive in the mind because the author has beegsebd by details of
originality and cleverness.
Although direct, Bennett’s attack on Woolf was naprecedented. In 1919, Woolf published
“Modern Novels,” an essay in which she criticides tiction of Edwardian authors such as
Arnold Bennett, H. G. Wells, and John GalsworthyhiM/she addresses the shortcomings of

all three authors, she takes special interest B#’s works. She writes:

! Arnold Bennett, “Is the Novel DecayingPhe RegistefAustralia] 25 Aug. 1923: 4.
2 Bennett 4.
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But Mr Bennett is the worst culprit of the thre@asmuch as he is by far the
best workman. He can make a book so well consuluane solid in its
craftsmanship that it is difficulty for the mostaeting of critics to see through
what chink or crevice decay can creep in.... His atiars live abundantly,
even unexpectedly, but it still remains to ask limathey live, and what do
they live for?
Woolf continues her attack on the Edwardians in &im Fiction.” Revising her previous
essay, she adds, “If we fasten, then, one laballdhese books, on which is one word
materialists, we mean by it that they write of uportant things; that they spend immense
skill and immense industry making the trivial ahé transitory appear the true and the
enduring.” Lastly, with “Mr. Bennett and Mrs. Brown,” one bér best known essays, Woolf
furthers her attack on the Edwardians and Benfiktbugh the sketch of Mrs. Brown, Woolf
criticises the way in which Edwardians focus mandlte setting of their novels than on their
characters:
[Edwardians] have looked very powerfully, searchingnd sympathetically
out of the window; at factories, at Utopias, evetha decoration and
upholstery of the carriage; but never at her, natvdfe, never at human
nature. And so they have developed a techniquew#lmwriting which suits
their purpose; they have made tools and establisbedentions which do
their business. But those tools are not our t@old, that business is not our
business. For us those conventions are ruin, tloode are death.
In her literary career, Woolf was overtly consciafi€lass distinctions, often writing solely

about the middle and upper classes. Thus, by d&sgrine Edwardian themes as

3 Virginia Woolf, “Modern Novels, The Times Literary Supplemdhondon] 10 Apr. 1919: 189

* Virginia Woolf, “Modern Fiction,”The Essays of Virginia Woolf Vol. IV: 1925-1928. Andrew McNeillie
(London: The Hogarth Press, 1984): 159.

® Virginia Woolf, “Mr. Bennett and Mrs. Brown,The Hogarth Essay@d.ondon: The Hogarth Press, 1924): 16.
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“unimportant things,” it is clear that Woolf is gly disregarding the importance (upheld by
realist authors) of describing the social and hisab conditions of the working class.
Nevertheless, it is important to recognise thahWbolf's and Bennet's arguments have
merit. While an interest in the debate between B#rand Woolf may seem at some distance
from my project, | find it necessary to contextsalmy choice of works for the early
twentieth century. The concept of affective labessentially nullifies the debate about the
relative virtues of Edwardian and Modernist novalsjl allows us to view the representation
of women’s labours—of the working and middle classas equally significant.
The late nineteenth century saw various sociakmefomost a result of various
feminist movements; for example,
Divorce law reform in 1857, the Married Women’s pedy Acts in 1870 and
1882 ... the extension of elementary, secondary anctrsity education to
women from the 1870s ... the repeal of the Contagitiasases Acts in 1886,
and the widening of access to employment in shag®ols, offices, the civil
service, and even the medical profes$ion.
In addition to these advances, the form of the halg® underwent many changes. Due to the
radical themes of New Woman fiction, and the newrad@nd professional opportunities for
women, writers hesitated to build their works owrtdrian values and Patmore’s angel in the
house ideal. Instead, a new generation of writeraded on portraying a strong and
independent Edwardian woman. These writers includedld Bennett, John Galsworthy,
Rudyard Kipling, and H.G. Wells. However, the realiof Edwardian fiction, relying largely
on traditional modes of literary form and expreasiwas challenged by an emerging
Modernist group of writers, including James JoygeH. Lawrence, Dorothy Richardson,

May Sinclair, and Virginia Woolf. According to Jak&dridge Miller,

® Martin PughWomen and the Women’s Movement in Britain, 1918,1®8d ed. (Basingstoke: Macmillan,
2000) 2.
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The breaks with tradition within Edwardian ficticalpng with those in the
new fiction of the 1890s, set the stage for modéced breaks of modernist
fiction ... one can see Edwardian rebel women ani descendants rejecting
the marriage plot, and striving to define themseglaed their ambitions
outside the limits imposed by gender norms. But@arealso see dramatic
ways in which [modernists] reject traditional noeehtent and traditional
narrative forms, and strive to communicate theityeaf their heroines’
experiences through innovative representationgo$aousness, sexuality
and material reality.
In this chapter | will focus on two very differetaixts that exemplify the Edwardian and
Modernist traditions, and at the same time emplogrging feminist ideas and ideals: Arnold
Bennett'sThe Old Wives’ Taleand May Sinclairdhe Creatorsl will first examine the
affective labours of Constance and Sophia Baind$&Old Wives’ Taleand subsequently
explore the mental, imaginative, and emotional lab®f Sinclair's “creators:” Jane Holland,
Nina Lempriere, and Laura Gunning. Although theseatfs differ in setting and in plot, they
are ultimately about the successes and failuréiseaf characters. Furthermore, despite the
aforementioned debate, | believe that both authotisentically portray their characters and
their circumstances.

Due to Bennett's extensive literary career (spamower thirty years and including
over forty novels), scholarship is rather limitedTthe Old Wives’ Talewith preference
given to his other more popular novels, sucAmisa of the Five Town4902),Clayhanger
(1910),Hilda Lessway$1911), andRiceyman Stepd923). FofThe Times Literary

Supplementhe novel is “a book one reads on and on withetbmg of the intense

" Jane Eldridge MillerRebel Women: Feminism, Modernism, and the Edwandrel(Chicago: University of
Chicago Press, 1997) 123.
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absorption with which one would read the autobipggeof an old friend ... never fading in
interest and reality*and for theDaily Mail,
It is a piece of real life such as novelists seldpve us nowadays. Perhaps it
is a little too true to life, for although thereeanemorable and even exciting
incidents in the course of the story, the endnsetand a little disappointing—
as it probably would be in real life, but should be in a novel. Still we have
thoroughly enjoyed tis excellent novel. It is by fiae best that Mr. Bennett
has yet writter?.
According toThe North American RevigvBoth style and power of description match
sincerity and truth in this novel and make it d egidition to the great tradition of the English
novel.”® Similarly, The Dialasserts The Old Wives' TaJéby Mr. Arnold Bennett, is
nevertheless a remarkable work of fiction, a bob&uzh sincerity, truthfulness, and insight
as to make the ordinary novel seem hopelesslyshalhd artificial by comparisor*

Today, scholarship continues to be limited; neaetss, those who discuss the novel,
praise Bennett's characters and his ability toterearealist setting. For John Batchelor, the
novel is successful due to Bennett's “humble wghess to set out exhaustively the physical,
economic and historical contexts in which his chees find themselves? Jason B. Jones
furthers this idea and asserts that “even wherakoonstraints are absent, Bennett touches
on factors that nonetheless impede happiness asynle, and in so doing, dramatizes how
some aspects of character can be grasped neitlagapaaling to social conditions or laws
nor by asserting the seff*Lastly, for John Lucas, the novel “isn’t simplycath Constance

and Sophia; it is about a whole family, its sucesesand eventual failure and disappearance;

8 Walter de la Mare, The Old Wives’ Talg The Times Literary Supplemdhbndon] 12 Nov. 1908: 403.
°“The Old Wives’ Talg Daily Mail [London] 7 Nov. 1908: 8.

19“New Books Reviewed,The North American Reviel®0.649 (1909): 837.

" william Morton Payne, “Recent FictionThe Dial[New York] 1 Oct. 1909: 236.

12 John BatchelofThe Edwardian Novelis@ew York: St. Martin's, 1982) 179.

13 Jason B. Jones, “Revisiting “Mr. Bennett:” Ple@sukversion, and the Social The

Old Wives’ TaleandRiceyman StegsEnglish Literature in Transition, 1880-19206.1 (2003): 33.
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and because the Baines family is in trade in Byr3die Old Wives’ Tales also and
inevitably about the Five Towns$®In addition to applauding Bennett's ability to fray a
realistic setting, scholars also discuss the ney@btagonists. William Bellamy maintains
that the novel is primarily focused on the lifeSdphia; it is “an almost experimentalist study
of a character who emigrates from her cultural emment and actively creates a new
environment for herself elsewher€.While most scholars appreciate the novel, othmrad

on its shortcomings, and the lack of reali$for example, Arnold Kettle points out that the
novel’'s weakness, “is that life itself is too clsmlentified with Sophia’s and Constance’s
vision of life, so that when Sophia realizes that life has been wasted we are invited not
simply to experience human pity and indignationtowtay ‘Ah, yes, Life’s like that
altogether—which it isn’'t.®” Even though the novel focuses on the lives of @ome and
Sophia, the reader isn’t expected to readily actegt fates; in fact, Bennett encourages the
reader to question their choices and achievemBgtkoking atThe Old Wives’ Tale

through the lens of affective labour, a new intetation of the novel becomes possible.
Although at first glance the lives of Sophia anch&tance seem different, it becomes clear
that their affective labours of both are directegdrds self-fulfilment: for Sophia, this means
attaining financial independence and a successfihbss, and for Constance, it means fully
embodying the role of wife and mother. Through malgsis, The Old Wives’ Talbecomes

a representation of the ideologies of two differegnturies: the lasting Victorian feminine
ideal (symbolised in Constance) and the twentiethiwry independent woman (symbolised

in Sophia).

14 John LucasArnold Bennett: A Study of His Fictighondon: Methuen, 1974) 100.

15 william Bellamy, The Novels of Wells, Bennett, and Galsworthy, 1B8B(London: Routledge and Kegan
Paul PLC, 1971) 161.

16 See Margaret Drabblérnold Bennett; a Biographftondon: Weidenfeld and Nicolson, 1974). Also see
Wayne BoothThe Rhetoric of FictiofiChicago: University of Chicago Press, 1961).

7 Arnold Kettle,An Introduction to the English Novelol. 2 (London: Hutchinson, 1967) 89.
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Bennett establishes the setting of the novel lsgidaing the backdrop of the Five

Towns:

They are unique and indispensable because you tdnnk tea out of a
teacup without the aid of the Five Towns; becawsegannot eat a meal in
decency without the aid of the Five Towns. For thisarchitecture of the
Five Towns is an architecture of ovens and chimnieyshis its atmosphere
is as black as its mud; for this it burns and smalenight, so that Longshaw
has been compared to hell; for this it is unleainetie ways of agriculture,
never having seen corn except as packing stravnamquaartern loaves; for
this, on the other hand, it comprehends the mysisrnabits of fire and pure,
sterile earth; for this it lives crammed togetheslippery streets where the
housewife must change white window-curtains attlease a fortnight if she
wishes to remain respectable; for this it getsnufhvé mass at six a.m., winter
and summer, and goes to bed when the public-h@lesss; for this it exists—
that you may drink tea out of a teacup and toy w&itthop on a plate. All the
everyday crockery used in the kingdom is made énRive Towns—all, and
much besides. A district capable of such gigantnufacture, of such a
perfect monopoly—and which finds energy also tadpae coal and iron and
great men—may be an insignificant stain on a cquwugsidered
geographically, but it is surely well justified treating the county as its back

garden once a week, and in blindly ignoring it st of the timé?

The language in this excerpt, “ovens and chimnéydrhosphere is as black as its mud,”

“manufacture,” “monopoly,” and “coal and iron,” ndorces the industrial setting. The

repetition of “for this,” and “of the Five Townsufther demonstrates the industrial

18 Arnold BennettThe Old Wives’ Taleed. John Wain (Harmondsworth: Penguin,
1983) 39. All future references are to this editam will be cited parenthetically in the text.
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importance of the Five Towns; almost everythinghenufactured here including toys, a
“teacup,” and “everyday crockery.” In the heartlod towns lies the Square, “the centre of
Bursley’s retail trade” (40), and the area wheeeBlaines’ shop is located. By depicting the
setting in detail Bennett is not only creating alistic environment, but is also establishing
the conditions of the inhabitants and their lives;extends this rich description in the
portrayal of his characters, especially his hemi@enstance and Sophia.

Bennett introduces the reader to Sophia and Carestéunough a short but telling
description. Rather than focus only on their phgisappearances, he compares and contrasts
their qualities throughout:

Constance's nose was snub, but agreeably so. Smguhafine Roman nose;
she was a beautiful creature, beautiful and handsairthe same time. They
were both of them rather like racehorses, quivewitg delicate, sensitive,
and luxuriant life; exquisite, enchanting prootioé circulation of the blood,;
innocent, artful, roguish, prim, gushing, ignoraarid miraculously wise.
Their ages were sixteen and fifteen; it is an epmlean, if one is frank, one
must admit that one has nothing to learn: one éast simply everything in
the previous six months. (42)
The words “delicate,” “luxuriant,” “exquisite,” an@nchanting” suggest elegance, and
indicate that the sisters belong to a higher satéals, possibly middle class. The simile used
to create a comparison between the sisters antoesas also illustrates their sophistication
and grace: “They were both of them rather like lnacses, quivering with delicate, sensitive,
and luxuriant life.” In addition, the assertion tfiaey have learned “everything in the
previous six months” suggests that they have besonged for marriage and are at the age
where they are seeking suitors. The similaritiesharacters end here; while Bennett

continually comments on Sophia’s beauty, Constanoeted only for her “benevolence”
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and “foolish good-nature” (44). These differenaegppearance and temperament have a
profound influence on their futures. Constance, winbodies the angel in the house, marries
and has a traditional life. On the other hand, $ohseduced, deserted, and eventually
attains financial independence by establishingolar business. | will first discuss the
affective labours of Constance, and then addresaftlctive labours of Sophia.
Constance’s domestic affective labour is apparemh the beginning:
She sat down and took from the bag a piece of lpegaven canvas, on
which she was embroidering a bunch of roses inwretbwools. The canvas
had once been stretched on a frame, but now, atetioate labour of the
petals and leaves was done, and nothing remaingal bait the monotonous
background, Constance was content to pin the &tlfér knee. With the long
needle and several skeins of mustard-tinted wbel bent over the canvas and
resumed the filling-in of the tiny squares. The ¥ehdesign was in squares—
the gradations of red and greens, the curves ddrttalest buds—all was
contrived in squares, with a result that mimickécagment of
uncompromising Axminster carpet. Still, the fingttee of the wool, the
regular and rapid grace of those fingers movingssantly at back and front
of the canvas, the gentle sound of the wool aassed through the holes, and
the intent, youthful earnestness of that lowerexbgaxcused and invested
with charm an activity which, on artistic groundsuld not possibly be
justified. The canvas was destined to adorn diggi$creen in the drawing-
room, and also to form a birthday gift to Mrs. Basrfrom her elder daughter.
But whether the enterprise was as secret from Bagies as Constance

hoped, none save Mrs. Baines knew. (44-5)
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The words “adorn,” “design,” “gilt,” as well as tlmeses she is stitching, suggest beauty; the
fact that the canvas resembles an “Axminster cagieb suggests vibrant and pretty colours.
Although Constance’s labour is “delicate,” it st#iquires concentration and work to
complete the piece in time. The tediousness oh#deellework is illustrated by the “rapid
grace of those fingers moving incessantly at baxckfeont of the canvas.” This affective
labour is clearly different from the industrial @l of the Five Towns and the useful objects
that are being created (such as the crockery)oNlgtis the embroidery a gift for her mother,
indicating that there will be no monetary compeisator her labour, but it is an “artistic,”
piece, serving for beauty rather than usefulness.
Constance’s marriage to Samuel Povey further emihedsharacter within the realm
of the Victorian ideal:
For him she was astoundingly feminine. She wouldflpwers on the
mantelpiece, and then, hours afterwards, in thell@idf a meal, ask him
unexpectedly what he thought of her 'garden;' andrbdually divined that a
perfunctory reply left her unsatisfied; she wardegenuine opinion; a genuine
opinion mattered to her. Fancy calling flowers anantelpiece a 'garden’!
How charming, how childlike! (197)
“Feminine,” “charming,” and “childlike,” are certaly reminiscent of the feminine Victorian
ideal. The approval Constance seeks from her hdstiawarious matters is also significant.
Although she wants a “genuine opinion” on the flosyét can be assumed that what she
really needs from Samuel is verification that shadequately performing her role as a wife.
In fact, Bennett makes a point demonstrating Comsta ability to complete all her domestic
duties successfully: “Gradually she had gained akidl use in the management of her

household and of her share of the shop” (195).
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Despite Constance’s domestic capabilities, ondda®nder whether or not she is
content with her life thus far. Bennett satisfies questions and concerns with the following
passage:

Was Constance happy? Of course there was alwayastlsiog on her mind,
something that had to be dealt with, either inghep or in the house,
something to employ all the skill and experiencecitshe had acquired. Her
life had much in it of laborious tedium—tedium neeading and
monotonous. (196)
This passage illustrates why Bennett has chosest@ace as the name of his protagonist;
throughout the novel, Constance is constant arnlif@&in her roles as wife and mother.
This passage also illustrates Constance’s affetdiveur. While the vocabulary of the
passage, “employ,” “skill,” and “laborious,” sug¢ea kind of work, it goes unpaid; thus,
Constance’s domestic labour is in fact affectivenBett’s use of the word “tedium” to
describe Constance’s labour, also serves to idtestConstance’s boredom brought on by
her monotonous and never-ending domestic labowetleeless, Constance is “conscious
of a vague contentment” (197), and displays nanation in altering her position.
According to Squillace, “Constance maintains héisethe only location allowed her
since her exclusion from the shop upon her marridgefastness of her family. A woman
who symbolically marries her father and substitiiesson for her husband has accepted
changelessness as her icohTherefore, Constance’s conventional behaviour and
conformity to the Victorian ideal is voluntary apdrposeful.

There are two episodes where Constance conteraplatdife and whether or not it is

fulfilled; the first when Samuel dies, and the setavhen Constance herself is at her

deathbed. When Samuel passes away, Constancdgeielcer marriage:

19 Robert SquillaceModernism, Modernity, and Arnold Benn@tewisburg: Bucknell UP, 1997) 63.
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She did not nurse the idea that her life was arah on the contrary, she
obstinately put it away from her, dwelling on Cyflhe did not indulge in the
enervating voluptuousness of grief. She had beguime first hours of
bereavement by picturing herself as one markedioouhe blows of fate. She
had lost her father and her mother, and now hdsdnds Her career seemed to
be punctuated by interments. But after a whiledegitle commonsense came
to insist that most human beings lose their paramis that every marriage
must end in either a widower or a widow, and thlatareers are punctuated
by interments. Had she not had nearly twenty-oresyef happy married life?
(Twenty-one years—rolled up! The sudden thoughheir naive ignorance of
life, hers and his, when they were first marrie@ught tears into her eyes.
How wise and experienced she was now!) And hadeh€yril? Compared

to many women, she was indeed very fortunate. (277)

It is interesting that Bennett chooses the termeed to describe Constance’s role, as the

term usually refers to “a course of professiorfal éir employment, which affords opportunity

for progress or advancement in the worfd However, TheOxford English Dictionaryalso

defines “career” as “a person’s course or progiesaigh life.” According to this

connotation, Constance’s career of marriage andh@nlobod certainly qualifies. In fact,

through the lens of affective labour, it becomesient that Constance’s housework and

childcare have been labours of her chosen cargeenVBamuel dies, Constance has no-one

else to dote on but her son; a son who continuaegbgts her influence and affections. Yet,

she has no choice but to hold on to Victorian raled conventions; without her domestic

role, Constance’s life is futile. As Jones assé@snstance’s primary failing is clinging

2 The Oxford English Dictionan?™ ed. 1991.
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desperately to the structures and ideals of th&oxian age even as her husband and son
illustrate the waning of that er&"”
As the novel comes to a close, Constance once egféacts on her life and her
choices. This time, however, she compares her gagghments to Sophia’s:
In spite of the fact that Sophia was dead shestitd Sophia as a woman
whose life had been wasted. This idea of Sophia&ed and sterile life, and
of the far-reaching importance of adhering to gples, recurred to her again
and again.... Constance never pitied herself. Shaatidonsider that Fate had
treated her very badly. She was not very discoatewith herself ... She had
many dissatisfactions. But she rose superior tmth¥hen she surveyed her
life, and life in general, she would think, wittsart of tart but not sour
cheerfulness: “Well, that is what life is!” (612-3)
Constance’s judgmental attitude towards Sophiéschoices is evident. Constance pities
Sophia for not choosing marriage and motherhood.r€petition of “wasted” demonstrates
how strongly Constance believes Sophia’s life reenlfutile. By comparing her life to
Sophia’s, Constance is justifying the importanceefdomestic career; she is in a “superior”
position because she has embodied the Victoriamfeenideal. Lucas asserts that Bennett
depicts Constance as “the sister who perhaps ashimere.?? | have to disagree with that
statement; if Bennett wanted the reader to belidwestance is the stronger heroine, than he
would have focused more on her life. As it stamtgk Three, which details Sophia’s life, is
much longer than Book Two, which describes Congtand his suggests that Sophia is the
more important character, and in turn, Bennettegared heroine. This will be further

discussed when exploring Sophia’s life.

2! Jones 38.
22 |ucas 111.
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Bennett's representation of Sophia is vastly ddferfrom that of Constance. While
Bennett portrays Constance as the Victorian fersirdieal, his portrayal of Sophia resembles
that of the New Woman. Bennett furthers this cattexen in their physical descriptions:
“Constance's hands had taken on the coarse texhich comes from commerce with
needles, pins, artificial flowers, and stuffs, Safghfine hands were seldom innocent of ink”
(101). Constance may be content with needlewoekshop, and other traditional domestic
recreations, but Sophia envisions a career asakehcher. As expected, Mrs. Baines views
this path as unacceptable:

Why in the name of heaven had the girl taken sucbti®n into her head?
Orphans, widows, and spinsters of a certain agéesug thrown on the
world—these were the women who, naturally, becaraelters, because they
had to become something. But that the daughteomfartable parents,
surrounded by love and the pleasures of an ext¢éditane, should wish to
teach in a school was beyond the horizons of Mamd&s's common sense.
Comfortable parents of to-day who have a difficuttygympathizing with
Mrs. Baines, should picture what their feelings leldae if their Sophias
showed a rude desire to adopt the vocation of ¢hauf(73)
The words “became” and “to become” suggest onetation or how one’s life is to develop.
Mrs. Baines hopes that both her children will mamng possibly tend to the shop; for this
reason she views Sophia’s wish to become a “sd®aahker” (73) as an insult to her social
class and upbringing. Mrs. Baines clearly represt Victorian attitudes towards women
who want to transcend their given “horizons.” Uratd pursue a career in teaching, Sophia
seeks another way to escape the shop and her edgatiire; her beauty gives her this

opportunity.
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Sophia may lack femininity and poise, yet, herdbganore than compensates.
Bennett writes: “Sophia’s attitude was really vamyng; her manners deserved correction....
[Mrs. Baines] had come to regard them as somehewntvitable accompaniment of
Sophia's beauty, as the penalty of that surpas$iagn which occasionally emanated from
the girl like a radiance” (73). Moreover, “Sophiassplendidly beautiful. And even her
mother and Constance had an instinctive idea hiaatface was, at any rate, a partial excuse
for her asperity” (101). Although the reader igltthat Sophia is beautiful from the outset, it
is only when she meets Gerald Scales that Berubttfescribes her appeal:

As she sat in her sister's chair in the cornergached behind the
perpendicular boxes, playing nervously with thesars, her beautiful face
was transfigured into the ravishingly angelic. tvkld have been impossible
for Mr. Gerald Scales, or anybody else, to credithe gazed at those lovely,
sensitive, vivacious, responsive features, thahowas not a character of
heavenly sweetness and perfection. She did not kviwat she was doing; she
was nothing but the exquisite expression of a degnct to attract and
charm. Her soul itself emanated from her in an aphere of allurement and
acquiescence. Could those laughing lips hang eeayhpout? Could that
delicate and mild voice be harsh? Could those hgrayes be coldly
inimical? Never! The idea was inconceivable! And K8erald Scales, with his
head over the top of the boxes, yielded to thed.s{i€l7)
By using the words “angelic,” “heavenly,” “perfeati,” and “acquiescence,” Bennett
suggests that Sophia’s perceived appearance asonadity embody the Victorian notion of
femininity. Furthermore, the rhetorical questiorsve to assert implicitly Sophia’s beauty
and submissive nature. However, as with Mary EethlBraddon’s Lady Audley, Sophia’s

beauty hides her determined nature. Although insethat Sophia “did not know what she
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was doing,” the reader discovers that she not knbyvs what her beauty can accomplish,
but uses it to escape the constraints of her farary of course, the shop. According to
Squillace, “Sophia is perfectly aware of her beautynd marvels at the apparent advantages
it lends her in courtship with Geral@This is evident in the narrator’s remark: “Aftali’

her heart said, ‘I must be very beautiful, for Vaattracted the pearl of men!” And she
remembered her face in the glass. The value angaver of beauty were tremendously
proved to her” (138). Having already discussedviilae of beauty in the marriage market in
previous chapters, Sophia’s physical appearanoeléed what attracts Gerald. Despite her
innate advantage, Sophia is mistaken in thinkiag itrelone can guarantee success. As
Squillace asserts, “what she most ardently, thardi half-consciously, desires her beauty
to win her is power and freedorfi'While her beauty does give her the means to nzardy
escape the constraints of her home, the powerraeddm she ultimately attains is due to her
affective labour, not her physical appearance.

As with Hadria inThe Daughters of DanauSophia’s marriage reinforces her
dependency and limits her freedom even more solibfore. For the first time in the novel,
Sophia appears “pitiably young, virgin, raw, unsgpbated; helpless in the midst of dreadful
dangers” (315). Despite her marital confinemend, aleoholic, philandering husband,
Sophia finds a way to secure her future throughtateffective labour. In need of capital to
secure her freedom, Sophia carefully steals moroey Gerald while he is in a drunken
stupor:

Sticking out of the breast-pocket of his soiledtasas the packet which he
had received on the previous day. If he had negdly lost it, he could only
thank his luck. She took it. There were Englishibsaates in it for two

hundred pounds, a letter from a banker, and othpers.... She finished

Z gquillace 70.
% gquillace 70.
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dressing, and then sewed the notes into the liofitnger skirt. She had no silly,
delicate notions about stealing. She obscurelytlial, in the care of a man
like Gerald, she might find herself in the most stoous, the most impossible
dilemmas. Those notes, safe and secret in her glive her confidence,
reassured her against the perils of the future emddwed her with
independence. The act was characteristic of hergmte and of her
fundamental prudence. It approached the heroic.#anctonscience hotly
defended its righteousness. (357)
Through this passage Bennett is questioning mgraiitt conventional values; by describing
Sophia’s act of stealing as “fundamental prudenaed even a “heroic” act, he is challenging
the reader, eliciting sympathy rather than judgemigennett’'s use of the word “enterprise”
is also revealing. The word refers to “a piece ofkutaken in hand, an undertaking; chiefly,
and now exclusively, a bold, arduous, or momentowtertaking,” and also, “disposition or
readiness to engage in undertakings of difficuisk, or danger? It is clear that Bennett is
using the word in this episode to describe Soplpkia to attain independence and escape
her oppressive marriage.

With Gerald’s desertion, and Madame Foucault’'s ehegnt, Sophia finally has the
opportunity to do something on her own. As sucle, lstcomes the proprietor of the lodging
house:

With a flat full of furniture she considered thaesought to be able to devise a
livelihood; the enterprise of becoming independeas already indeed begun.
She ardently wished to be independent, to utiliziear own behalf the gifts of
organization, foresight, commonsense and tenaditgimwshe knew she

possessed and which had lain idle. And she hateléa of flight. (419)

% The Oxford English Dictionan?™ ed. 1991.
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Bennett’s repetition of the word “independent” dtcates its importance. By utilizing her
mind, Sophia is labouring affectively; her “orgaatibn, foresight, commonsense” engage
her mental capacity and are aimed at achievingnéihautonomy. Bennett is also
illustrating Sophia’s courage and business-like meanSophia’s determination and drive to
create a successful venture are so strong thahéetal labour consumes her: “She thought
of nothing but her enterprise, which absorbed atlgowers” (421). Again Bennett uses the
word “enterprise,” although this time it has duaaning; her venture in attaining financial
stability, and her business, the lodging house eXbeless, the pressing need to make money
and secure her finances proves to be physicaihgtir

And she went up to her room every night with linee&austed, but with head

clear enough to balance her accounts and go thrioeigimoney. She did this

in bed with thick gloves on. If often she did ntetep well, it was not because

of the distant guns, but because of her preocaupatith the subject of

finance. She was making money, and she wanted ke mare. She was

always inventing ways of economy. She was so asxio@achieve

independence that money was always in her mindb8ban to love gold, to

love hoarding it, and to hate paying it away. (423)
The vocabulary in this passage, “money,” “finana@gdnomy,” and “gold,” illustrates
Sophia’s competence in all financial and economadtens. Aware that financial security is
the only means of independence, Sophia does eusgyithher power to make, save, and
manage the money she is earning. Her physical exbalcan thus be viewed as a side effect
of her continuous mental labouring. Nonetheless,esherges as a successful business owner
with an extensive fortune: “At the end of 1878, Ehéibition Year, her Pension consisted of
two floors instead of one, and she had turnedwlehundred pounds stolen from Gerald into

over two thousand” (457). By relating the Exhihitigear to Sophia’s year of financial
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success, Bennett is linking the nation’s progredser more personal one; despite stealing
Gerald’'s money, she appears to be congratulateallfshe has achieved.
Although Sophia has made notable accomplishm@atsstance still morally and
religiously judges her choices:
What a career! A brief passion, and then nearlyytlyears in a boarding-
house! And Sophia had never had a child; had newvawn either the joy or
the pain of maternity.... And she had ended—thuss Tas the piteous,
ignominious end of Sophia's wondrous gifts of badg soul. Hers had not
been a life at all. And the reason? It is strange fate persists in justifying
the harsh generalizations of Puritan morals, oftloeals in which Constance
had been brought up by her stern parents! Sophkizinaed. It was therefore
inevitable that she should suffer. An adventurdhsagshe had in wicked and
capricious pride undertaken with Gerald Scalesldcoat conclude otherwise
than it had concluded. It could have brought nahoat evil. There was no
getting away from these verities, thought ConstaAoe she was to be
excused for thinking that all modern progress daderness was as naught,
and that the world would be forced to return ugersteps and start again in
the path which it had left. (585)
Bennett chooses to write this passage through @ocsts perspective, to elicit the reader’s
judgement. Again he uses the term “career” to des@ophia’s life. Although her sister has
created a fortune, Constance disapproves of Saplgider unconventional path. In
Constance’s eyes, Sophia is a “fallen woman,” asttling can ever rectify her position. It is
evident that Bennett is criticizing the lastinglirghce of Victorian morals and social codes;
despite the advantages and the opportunities divetieth century, women were still faced

with various kinds of oppression. According to 3lque, “by assimilating Constance to a
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lost Victorian age, Bennett pursues the generatesiy ofThe Old Wives’ Tateo claim
progress toward personal autonomy as the soul whEtlanism by continuously identifying
the modern with the anti-authoritarian and theipathal with the past® Bellamy shares a
similar observation:
The strange disconformity between the two sistdrenthey meet again at the
end of the novel derives from the contrast betwberculture-immersed
unconscious mode of Constance and the Sophian afddelf-discovered”
consciousness. One sister has gone beyond thedistiate in which they are
depicted at the beginning of the novel, and themltlas represented the
“historical continuation” of it
Bennett is skilful in enabling two different positis towards his protagonists: conservative
and liberal readers both have the ability to symmigatwith either Constance or Sophia.
Bennett is criticizing the lasting Victorian tradi through Constance, and exploring the
strides women can make when overcoming oppreskrongh Sophia. However, Sophia’s
successful business and independence come withsiddeoable cost; and despite
Constance’s adherence to Victorian morals and atasdshe is left to lead a solitary,
monotonous life. Although it is difficult to disaewhether or not Bennett’s intention was to
identify with Sophia or Constance, by using affeetiabour as a tool to analyse the
characters, we as readers can appreciate the emperand complexity of their labours
within the narrative. Therefore, while for Constarand Sophia self-fulfilment may mean
different things, they both are able to achieveéhihings through affective labour.
Another novel that explores the new opportunities arose with the start of the

twentieth century is May SinclairBhe Creators: A Comedyhrough this novel Sinclair

% Robert Squillace, “Self-Isolation and Self-Advsetinent inThe Old Wives’ Talg Seeing Double:
Revisioning Edwardian and Modernist Literatuegls. Carola M. Kaplan, and Anne B. Simpson (Bestioke:
Macmillan, 1996) 95.

2" Bellamy 162.
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guestions whether or not women can have both tivaircareer and a place in the home (as
wife, or mother, or both). Although May Sinclairate over twenty novels and had a literary
career that spanned thirty years, she was a mafgjoee in Edwardian and Modernist
literature. A feminist, and a member of the Woment&s’ Suffrage League, her works
reflected her beliefs, exploring “women’s strugghath their sexual desires, the demands of
creativity, and the friction of family relationslsii*® Her novelThe Creators: A Comedy
published in 1910, presents the lives of two protegs, the famous Jane Holland and her
friend George Tanqueray, as well as the main ckengd\ina Lempriere and Laura Gunning
(both writers), and Owen Prothero (a poet). AltHoad the authors try to exercise their
literary genius and creativity through their wrgint is the women who have to sacrifice their
domestic and familial obligations to achieve susaaghe literary marketplace. In addition to
exploring the ways in which creative “genius” atfethese characters, Sinclair also addresses
romance and marriage, like many New Woman novelpwviously. Nina, Laura, Jane,
George and Owen have relationships of their ownthgawomen are the ones who suffer
when trying to balance their careers with marriage motherhood.

The novel was “serialized @entury Magazindetween November 1909 and October
1910 under the editorship of Richard Gilder, and sabsequently published in volume form
in both Britain and the USA%® Unlike The Divine Fire(1904), which achieved success in
Britain and the USA and made Sinclair a best-sglinthor,The Creatorgeceived less
literary notice. According to th€imes Literary Supplement

It is ... rather disquieting to find nearly all MiSsnclair’s chief characters in
The Creatorsiot only eloquently idolizing one another’s ‘gesitbut each

candidly, almost pathologically, discussing andawetling his or her own....

2 Suzanne Raittylay Sinclair: A Modern VictoriafOxford: Oxford UP, 2000) 2.
# Raitt 122.
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Yet we may suspect at times that there must be thomgea little priggish in

the ultra-subtle talk and self-absorption of thesators.*°
For The San Francisco Calthe novel “is a strong story of literary Londamdahe characters
are as real as flesh and blood can make them...bdtleis decidedly the biggest and most
important work from Miss Sinclair's pen, but ittsbe questioned if the great public will be
as interested in the tale as in its predeces$b&irhilarly, although th&lew-York Tribune
criticises aspects of the novel, it concludes #wew with “No serious importance must be
attached to a novelist’s treatment of a problenh lbleéongs to the domain of science, least of
all when it comes to the relation of woman’s genasugenics, but Miss Sinclair has written
an interesting, if not remarkable, book on a sulijeat has been ‘in the air’ for some time
past.®?

Due to the novel’s initial unpopularityhe Creatoras been undervalued and

ignored. Although scholarship is extremely limitegicent critics who have written about the
novel view it favourably. According to Michele Krdy, The Creatorsvoiced Sinclair's
frustrations with the power of the publishing woadd the press to build up and tear down
literary careers. The novel takes pains to ddtailgressures of the market on three female
and three male author$*Miller asserts, Sinclair “turns to the themes efality and
marriage, but for the first time her psychologiadus allows her to scrutinize gender roles
and examine the ways in which gender determine's sease of self* Suzanne Raitt

comments on Sinclair's portrayal of female writéfBhe Creatorgnakes it clear that

domestic, maternal, and sexual responsibilitiesemiakery difficult—even impossible—for

30 Walter de la Mare, The Creatorg Times Literary Supplemefitondon] 29 Sept. 1910: 350.
31“Book Page of the Sunday CallThe San Francisco CaCalifornia] 6 Nov. 1910: 15.

324 jterary Notes and Criticism,New-York TribungNew York] 18 Dec. 1910: 6.

¥ Michele K. Troy, “May Sinclair'sThe CreatorsHigh-Cultural Celebrity and a Failed Comedg/iglish
Literature in Translation, 1880-19247.1 (2004): 51.
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women writers to produce their best worR It is throughThe Creatorghat Sinclair
guestions whether or not women can have succesafers while fulfilling the roles of wife
and mother. Although the affective labours of Jdeira, and Nina are similar, each
character represents the different options avalalbien trying to further their writing
careers. As such, each character has a differécdme: Nina sacrifices love to focus all her
energy into her writing, while Laura writes endlggss support her father, and later her
husband, Owen. Jane is a more complex charactieatishe continually struggles to meet
the demands of her career and those of her famdyhasband. Although she initially puts
her career on hold and instead focuses on her dommeles, the suppression of her genius
results in depression. And yet, when she finally th@ strength to express her creative power
through another novel, it results in the deathesfdhild, the disintegration of her marriage,
and it culminates with the rumoured affair with @gm AlthoughThe Creatorslemonstrates
the difficulties women face when trying to balaticeir careers with their families, by
focusing on the artistic labours of these threedlencharacters, a new analysis of the text is
possible; the mental, emotional and creative labofithe characters are imperative to their
self-fulfilment and financial autonomy.

ThroughThe CreatorsSinclair stresses the importance of artistictorga. While all
the “creators” seek to publish their works for fical reasons, their driving force is not
money, but rather an innate need of expression.oldigations continuously disrupt their
writing processes, especially for the female chiaraavho struggle to balance their careers
with domestic and social demands. | will first beby discussing the affective labours of
Nina, Laura, and Jane, and then move on to adthresonflict Jane faces when trying to
maintain her career while being married.

The crux ofThe Creatorss revealed quite early in the text, through Nsnspeech:

% Raitt 123.
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“Doesn't it look, Jinny, as if genius were the l@ggcurse a woman can be
saddled with? It's giving you another sex inside,\and a stronger one, to
plague you. When we want a thing we can't sit it a woman and wait till
it comes to us, or doesn't come. We go after& &kman; and if we can't get it
peaceably we fight for it, as a man fights whensiné a coward or a fool. And
because we fight we're done for. And then, whemend®wn, the woman in us
turns and rends us®
Nina states that “genius [is] the biggest curseomnan can be saddled with,” addressing the
difficulties women face when cultivating their ctiedy, or “self-fulfilment” (as Caird asserts
in The Daughters of Danaud)he Oxford English Dictionargtefines “genius” as a “native
intellectual power of an exalted type, such ashaited to those who are esteemed greatest in
any department of art; instinctive and extraordiraapacity for imaginative creation,
original thought, invention, or discovery,” andfarperson endowed with ‘genius>™
According to these definitions, Sinclair's uselod tvord “genius” serves to denote the skill,
and intellectual and creative power the chara@ec®mpass. Yet this quality is often
detrimental, at least to the female characters.

While “genius” is what defines Nina, Laura andelas writers, it is also what
obstructs them from embodying the proper feminkiethree experience a powerful drive to
express their creativity, which creates a confliben faced with the roles they are expected
to fulfil as women. Nina, Laura, and Jane all fdd&culties when trying to express their
genius because they try so desperately to mesba@khl obligations. Nevertheless, they all
manage their careers differently; while Nina cheosaibacy and isolation to produce works

of fiction, Laura and Jane struggle to balancerttiemestic roles with their careers.

% May Sinclair,The Creators: A ComediNew York: Century Co., 1910) 105. All future redaces are to this
edition and will be cited parenthetically in thette
3" The Oxford English Dictionan?™ ed. 1991.
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Nina most fully represents the New Woman attiti8lee rejects marriage and
romance so that she can concentrate on her carebgven seeks isolation to focus more on
her work. Although she publishes her first workalds of the Marches,” early on, it is with
her second work that the reader is able to undetdtar creative power:

It appeared, Nina's book, in these hours thataohglith expectation of the
terrible Event. In a majestic silence and secreappeared. Jane had heard
Tanqueray praise it. “Thank heaven,” he said, ‘@seone of us that's sinless.
Nina's genius can lay nothing to her charge.” Stveis Nina's flame was
pure. Her hand had virginal strength.

It had not always had it. Her younger work, “Tabéshe Marches,”
showed violence and torture in its strength. It ws$ Nina had torn her
genius from the fire that destroyed it and had oelied it to create. Her very
style moved with the vehemence of her revolt frommdueray. But there had
been a year between Tanqueray and Owen ProtheronEo/ear Nina had
been immune from the divine folly. And in that ystie had produced her
sinless masterpiece. No wonder that the Mastesguldier.

And above the praise Jane heard Nina's voice pnoicig yet again that
the law and the condition was virginity, untamed antamable virginity. And
for her, also, was it not the law? (286-7)

The repetition of “virginity” indicates how signgi@ant Nina’s isolation and rejection of
romance is to her success. Her “virginal streng#tainly gives her the power to avoid
“divine folly,” presumably romance, in order to cume herself with affective labour. Thus,
her work is considered “sinless,” because it istamited by love and romantic

disappointment.

134



Nina’'s works are envied by Jane who struggles itewiue to her domestic
responsibilities. She too longs to be like Nindrifgped for the race, carrying nothing but her
genius” (376). Sinclair continues to illustrate darenvy of Nina’s solitary life:

The beauty and the wonder of it—in Nina—was itstguNina showed to
what a pitch it had brought her, the high, undidig@ssion of her genius.
Under it every trace of Nina's murkiness had vadsishe had lost that look
of restless, haggard adolescence, that horribdainéss, as if her hand was
always on the throat of her wild beast. You sawcairse, that she had
suffered; but you saw too that her genius was agukeby her suffering. It was
just, it was compassionate; it had rewarded heevery pang.

Jane found herself saying beautiful things abouaglsigenius. It was the
flame, unmistakably the pure flame. If solitudeyifginity, if frustration could
do that——She knew what it had cost Nina, but it wasth it, seeing what
she had gained. (451-2)

Nina’s genius is “pure,” because she doesn’t hawshare it with any other obligations; her
“undivided passion” is fully expressed through tverk. Although she has suffered by
isolating herself, the end result is well worth b&uggle. Her genius is compared to a “pure
flame,” indicating that it is “free from admixtucé anything debasing or deteriorating;

unadultured, uncorrupted, uncontaminated; sexualtiefiled,®

and burning bright. For
Sinclair, Nina represents the woman who maintaergphofessional career through “solitude
[and] virginity.”

Sinclair introduces the reader to Laura by fiesatibing her physical appearance and

personality:
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Little Laura, holding herself very straight, gresetem with her funny smile, a
smile that was hardly more than a tremor of hetteviips. Laura Gunning, at
twenty-seven, had still in some of her moods theameaof a child. She was
now like a seven-year-old made shy and seriougdippnd excitement. She
was a very small woman and she had a small fatk,dwvninutive features in
excessively low relief, a face shadowless as a@'shiEverything about Laura
Gunning was small and finished with an innocentqmion. She had a small
and charming talent for short stories, little neygerfect within the limits of
their kind. (57)
Her child-like appearance, innocence, and “smalifdband features certainly resemble those
of the Victorian feminine ideal; her nickname, “idif (114), furthers this similarity.
However, Laura’s creative genius and motivatiowte differentiate her from the angel in
the house. Despite her career, she is hindereddatmeving autonomy because she has to
care for her ailing father. Unable to work unintgrted while her father is awake, she waits
for the few hours when he is asleep to proceed mathwork: “She was writing, snatching at
the few golden moments of her day, while apart feord unaware of her, sunken in his seat,
the old man dozed by the fireside. From time tcetshe glanced at him, and then her face set
under its tenderness, as if it fronted, unflinchiag immovable, perpetual fear” (204). The
phrase “golden moment of her day” illustrates tleagure Laura experiences when she is
able to write, albeit for only a small period ah®, uninterrupted. The “immovable, perpetual
fear” she faces is the inevitable disruption towsgting process when her father wakes. It is
clear that Laura’s domestic responsibilities stre@n mentally and physically, and hinder her
from producing works at the same level of achiewvemas Nina and Jane.

The reader is able to see the extent of Laura’awstion when Nina visits her:
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[Nina] was shocked by the change she found initier friend. The Kiddy
was very thin. Her pretty, slender neck was wastad,her childlike wrists
were flattened to the bone. A sallow tint was stegrher whiteness. Her hair
no longer waved in its low curves; it fell flat alwhp from the parting. Her
eyes, strained, fixed in their fear, showed a rirwloite. Her mouth was set
tight in defiance of her fear. Nina noticed tharthwas a faint, sagging mark
on either side of it.
“Kiddy,” she said, “howwill you——?"
“I don't know. My brain's all woolly and it wonhink.” (304-5)
Nina’'s mental affective labour and domestic labangr taking a toll on her mind and body.
Her emaciated and pale figure sharply contrasts thig physical description Sinclair gives
of Laura initially; her “funny smile” (57) changés a “mouth set tight,” and her “shadowless
face” (57) is now overtaken by her “sallow tintti 4ddition to these physical changes, her
mental deterioration is also apparent: she is g@tfland unable to think clearly.

Following her father’s death, Laura is finallydref the domestic demands that
obstructed her career. Although her marriage torOsugygests a decline back into a
domestic role, she is actually victorious; her eatdossoms and she is finally able to write
and make enough money to support herself and moagh her publications.

The size of Laura's income...was excessively absiandje and comfortable as
it appeared to Prothero, it was not yet so largenas it so comfortable that
Laura could lie back and rest on it. She was headling, irritating,

maddening to Prothero in her refusals to lie batk and rest. She toiled
prodigiously, incessantly, indefatigably. She imptb Prothero to admit that if
she was prodigious and incessant,\8hsindefatigable, she never tired. There

was nothing wonderful in what she did. She had katig silly trick of it. It
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could be done, she assured him, standing on yadt. I&he enjoyed doing it.
The wonderful thing was that she should be paidhé&rrenjoyment, instead of
having to pay for it, like other people. (423)
Here, her mental affective labour is describedtas,™ indicating that she is labouring
extremely hard in creating her works. The word®tigious,” “incessant,” and
“indefatigable,” describe the degree to which sbesists in her writing. Despite Laura’s
labour, the reader is assured of her “enjoymeng&Xpressing her creativity and exercising
her genius; the money she receives for her wrisrajso an important factor in her
contention. By the end, Laura is able to find agyamedium between her roles of wife and
successful author. Jane, on the other hand, issfatrtunate.
Sinclair establishes Jane’s genius and artisticgn@t/the outset:
“She's too damnably clever,” [George] kept saymbimself, “too damnably
clever.” And he took up her last book just to sgaiahow damnably clever
she was....
What a genius she had, what a burning, flashinggHang genius. It matched
his own; it rose to it, giving him flame for flama&lmost as clear-eyed it was,
and tenderer hearted. (18)
Jane’s cleverness is directly correlated with meative genius, a genius described as
“burning, flashing, laughing.” The adjectives hetggest an intense, passionate, innate
power that is expressed through affective laboesite her blossoming career, Jane finds
herself stifled by all the obligations that ariseedo her fame:
[Jane] smiled and shook her head.... “I have to vi&ekten horses, and
when | think I've got a spare minute, just to rassome one takes it. Look

there. And there. And there.”
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[George’s] eyes followed her wild gesture. Innunbédittle notes were
stacked on Jinny's writing-table and lay litteratlomg her manuscripts.
Invitation cards, theatre tickets, telegrams wergtgd in every available space
about the room, schedules of the tax the worlcelewin celebrity. (119)
Plagued by numerous social obligations, “invitatoi@ands, theatre tickets, telegrams,” Jane is
unable to concentrate on her work. Although stibaskful of the advantages her celebrity
status has to offer, “the world['s]” demands on ae¥ “tax[ing].” The burning of the notes, a
step she is unable to take and thus has Georgeetenifor her, symbolizes her (brief)
freedom from society’s demands and expectatioresjsshow able to focus all her energy
into exercising her creativity. Nonetheless, Jafre'sdom is taken away when she enters in a
marriage with editor, Hugh Brodrick. Through magea—Jane to Brodrick and George to
Rose—Sinclair addresses the “inequities of thetuigin of marriage, as well as [scrutinises]
the inadequacies of gender norm$When George marries Rose, he works undisturbed
while his wife manages the household. Jane mistakieimks she too can balance her career
with her marriage in the same way. However, ibigrsrevealed that Brodrick expects her to
manage the household, take over Gertrude’s donuhgiies, and give up her career when she
has children.
Although Jane does write and publish a novel irfilsefew months of her marriage,
it is not a product of her genius, but rather, @gut completed for Brodrick:
According to her code and Tanqueray's she had diameortal sin. She had
conceived and brought forth a book, not by diviampulsion, but because
Brodrick wanted a book and she wanted to pleasdrigta Such a desire was
the mother of monstrous and unshapen things. ligdenay's eyes it was

hardly less impure than the commercial taint. ttsleanness lacked the
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element of venality; that was all that could bels&he had done violence to

her genius. She had constrained the secret anduptible will. (287)
The words “divine compulsion, “impure,” and “uncheeess,” relate back to the idea that
genius must be “pure” to express creative idedseautically. Jane no longer feels pleasure in
writing, because she doesn’t have the freedom poess herself authentically. Disappointed
in herself and embarrassed by the work she hasipedd she decides to ignore her genius,
give up writing, and instead, try to fulfil her nhetrly duties; yet she quickly realizes that her
submission is consuming her identity:

All that week, and for many weeks, she busied hiength the child and with

the house. It was as if she were trying, passibndtemake up for some brief

disloyalty, some lapse of tenderness.

Then, all of a sudden she flagged; she was overdynaa intolerable

fatigue and depression. (329)
The suppression of her genius and creative powticky contribute to her breakdown. In
the same way that Laura falls to exhaustion becatiser inability to write undisturbed, Jane
is “overcome by fatigue and depression” when hi+fgkilment is hindered. Aware that if
she continues in this way she will lose herselirelyt, she begins a new novel (against
Brodrick’s wishes), hoping to find the time andesigth to balance all of her duties: “There
was her novel; and there was Brodrick, and the bailgy Brodrick's family, and her own
friends. She couldn't drop one of them” (342).

As Jane desperately tries to re-establish her dreeefforts are once again

thwarted, this time by Dr Henry Brodrick:

“This is not advice | should give you,” [the dodtarent on, addressing her

silence, “if you were an unmarried woman. | urgeumynarried patients to
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work—to use their brains all they can—and marrieds) too, when they've
no children.... But in your case it's disastrous.”

Jane remained silent. She herself had a premorufidisaster. Her
restlessness was on her. Her nerves and bloodtmelded again by the
ungovernable, tyrannous impulse of her power. K nat the year she should
have chosen, but because she had no choice sheorkdasg through
everything, secretly, in defiance of Henry's ord&tse wondered if he knew.
He was looking at her keenly, as if he had at aty a shrewd suspicion.
(398-9)

Dr Brodrick is attempting to oppress Jane’s indelegice by convincing her that a career for
a woman is only plausible when children aren’t presAnd yet, the passage illustrates just
how difficult it is for Jane to abandon her literaareer and her genius, in an effort to
appease her family. The words “ungovernable” agchftnous” suggest her need for
expression is uncontrollable; and even though slagvare that she is in a difficult position,
she has no desire to abandon her novel, evemians working on it against her family’s
wishes. As | have shown in the chaptelLady Audley’s Secretvhen women deviated from
the proper feminine, they were likely to be deenmsdne. Jane’s desire to deviate from the
traditional roles of wife and mother and insteaclf®oher energy in expressing her masculine
genius, propels Dr. Brodrick to explain her actiass'proof of insanity” (400). The
subsequent death of her child allows Broderick lagrdbrother-in-law to justify their
assumptions, and attribute the death to her sealfesire to write.

Despite surrendering to the feminine ideal, hevggcontinues to demand its
expression. Again Jane decides to express henagumiwer, this time following Nina’s
example and seeking isolation and distance froniameily to do so. She affectively labours

in isolation, and produces her work:
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She stayed, and in her fifth week she receivedatard of her staying.
Walking back to the farm late one evening, the ma@iled from her passion
by the half-darkness, her Idea came back to heantte, not yet with the
vividness of flesh and blood, but like a ghoshdtl ghostly hands and feet,
and like a ghost it walked the road with her. Bubtigh its presence she felt
in herself again that nascent ecstasy which fadetofallibly, the onset of the
incredible act and labour of creation....
Under the ash-trees her Idea showed in its immanddéuminous perfection.
It trembled into life. It drew her, palpitating tinthe lamp-light of the room.
(459-60)
Through affective labouring, and the use of heattve and mental faculties, an “ldea” for
her novel is produced. It is important to note thatcapitalization of “ldea” demonstrates its
significance; Jane’s ability to express her gefiesly marks a pivotal point in the novel.
Jane’s joy in finally producing an authentic ideeotigh her mental process also aids her
personal development; the “immense and luminoufepgon” resembles Nina'’s “pure
flame” (452) discussed previously, illustrating hoaportant it is for genius to be expressed
on its own. Furthermore, the vocabulary of thisspge, “ghostly,” “trembled,” and
“palpitating,” suggests her genius is of anotherldyane that is unbound by societal
constraints and womanly duties.

Upon finishing her novel, Jane learns that sheisgaccused of having an affair
with George. Yet, when she returns home to salhagenarriage, she is confronted with the
affair her husband and Gertrude have been havimg efding offhe Creatorgroves to be
elusive; the reader is forced to make their oweisss as to whether or not Jane has
published her novel, if she and Broderick have meded, and if she is happy. According to

Miller,
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[Sinclair] strove to portray realistically the ddtlties that arise when women
try to redefine themselves and their role in sggiahd in doing so she
focused upon issues which were of the greatestecnorio Edwardian
feminists, but were ignored by the majority of Edean novelists—children,
household management, and the conflict between amdkmarriage. Sinclair
saw that there were no easy answers to these prepleus she offered no
satisfying closure®
Although Jane’s destiny is ambiguous, Nina and &dind ways to maintain their careers
and continuously express their genius. Their affedabour provides them with financial
autonomy, and solidifies their careers. Even thahgly do receive compensation and fame,
their mental and creative capabilities allow thenabour and produce works; thus, affective
labour is still necessary for their independenod, @ useful lens with which to analyse works
of fiction.

Bennett'sThe Old Wives’ Taland Sinclair'sThe Creatordoth represent the new
opportunities available for women at the turn @& tdentury. In the earlier works discussed in
this thesis—for instanc@é/ary BartonandRuth and even Braddonlisady Audley’s Secret
the protagonists seek marriage as an advancemgitgositions. By the twentieth century,
authors reflected the many advancements made ialber market and in society through
their works. As such, their characters are porttageseeking careers for self-fulfilment and

autonomy, rather than marriage.

40 Miller 193.
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Part Il. American Literature

Chapter Six: Fanny Fern’s Ruth Hall: A Domestic Tale of the Present Timand
Louisa May Alcott’'s Work: A Story of Experience

When considering antebellum American novels publistiuring 1820- 1860, it is imperative
to mention the sentimental works written by wommaany of which have since been
overlooked. Recent scholarship has been able teergeme of these forgotten novelists,
however, the majority of their works continue torteglected, and are currently out of print.
Nathaniel Hawthorne, Herman Melville, and Mark Tware important nineteenth-century
writers, yet, there are also women who achievedainif not greater, critical acclaim in
their own time. In 1855 Hawthorne declared,

America is now wholly given over to a damned molsaibbling women, and

| should have no chance of success while the ptdsie is so occupied with

their trash. What is the mystery of these innumleraditions of the

Lamplighter,and other books neither better nor worse?—worsgdbuld not

be, and better they need not be, when they sehdy00,000.
The “scribbling women” Hawthorne refers to are @nstsuch as Augusta J. Evans Wilson,
Fanny Fern, Maria Mcintosh, Caroline Lee Hentz, Hadriet Beecher Stowe, to name a few,
who dominated the literary marketplace. In facgjtinovels were so popular, that they often
outsold those of their male counterparts; for examgathaniel HawthorneShe Scarlet
Letter (1850) sold only about 10,000 copies in its fysar, while Harriet Beecher Stowe’s
Uncle Tom’s Cabir{1852) sold over 300,000Despite the immense popularity of women
writers at this time, novels such as Susan WarddressWide, Wide World.850), E. D. E. N.

Southworth’sThe Deserted Wifgl850), Maria Susanna Cummiridie Lamplightef1854),

! As quoted in Frank L. MotGolden MultitudegNew York: Macmillan Company, 1947) 122.
2 Susan Belasco, introductioRuth Hall: A Domestic Tale of the Present T;img Fanny Fern (New York:
Penguin, 1997) xxxiv.
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and Marion Harland'&lone(1854) are now recognised only by a handful obtais. The
omission of these works from most critical studgepartly due to the fact that they have been
marginalised into a subgenre of American fictiam] &lentified as domestic or sentimental
novels. Mostly taking place in the home, and degiiith marriage and motherhood, these
works all have similar narratives. According to AliBaym, “The many novels all tell, with
variations, a single tale. In essence, it is aysbbia young girl who is deprived of the
supports she had rightly or wrongly depended asustain her throughout life and is faced
with the necessity of winning her own way in therldd ® While most of these novels
culminate in happy marriages, | will examine twatthrovide alternative endings for their
heroinesRuth Hall: A Domestic Tale of the Present Ti{h@55), by Fanny Fern, pseud.
Sarah Payson Willis Parton, and Louisa May Alcat¥srk: A Story of Experiend@873). In
both these novels, the heroines are portrayedhaswaieg financial independence, autonomy,
and self-fulfilment through labour. Althoughiorkwas published in 1873, Alcott began
writing it “as a semiautobiographical account of suggles during the 1850s, [but] revised
[it] after the Civil War to reflect her changingitides toward social justice, women’s work,
domesticity and community*'For this reason, and because it addresses mahy fsues
brought forth in antebellum fiction, | have decidediscuss it alongsideuth Hall despite it
being published almost twenty years later. For soitp's sake, | will discuss the novels in
chronological order, and focus on the affectiveolais of Fern’s Ruth Hall and Alcott’s
Christie Devon.

It is important to first establish Fern’s backgrduo fully understand the
autobiographical component Buth Hall Parton (1811-1872) was born in Portland, Maine

to Nathaniel Willis, a “deacon of the Park Streen@regational Church and earned a living

% Nina Baym,Woman'’s Fiction: A Guide to Novels by and about \&oin America, 1820-1870thaca, NY:
Cornell UP, 1978) 11.

4 Joy S. Kasson, introductiowork: A Story of Experiencby Louisa May Alcott (New York: Penguin, 1994)
Xi.
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by publishing tracts and devotional booR#Her brother Nathaniel Parker Willis later
became a writer, poet, as well as editor and fouatlthe American Monthly Magazinia

1829. Parton married twice in her life, first toatles Harrington Eldredge in 1837 (he died
soon after from typhoid fever), and then to Sanfudtarrington in 1849, who she eventually
left to pursue her writing career. Despite havieg &rticles rejected by her brother, Parton
was offered positions at Bostor@dive BranchandTrue Flag it is here that her pen name
“Fanny Fern” was created. Within the next year atwepted an offer from New York’s
Musical World and Timedo write exclusively for them for a higher wagtaving

established her career as a journalist, Fern weitd collect and publish her articles in her
first book,Fern Leaves from Fanny’s Portfol{@853). Following her success with the text,
Fern moved to New York to write for tiithiladelphia Saturday Evening Po&irthering her
popularity and reputation. Soon after, in Decendier854,Ruth Hallwas published by the
Mason Brothers. Within the first year, the novedlts70,000 copies®launching her success
as a novelist in the literary marketplace. In fabie was so popular that in 1855 she was put

“under contract for a column at a hundred dollareak™

for the New York_edger the most
money offered to a journalist in her time.

Throughout her literary career, Fern wrote maniglag that addressed women’s
issues using a very cheeky and witty style; of seuhese ideas are also reiterateduth
Hall. As Karen A. Weyler asserts, in these sketches*Bepicts the monotonous,
unstimulating, oftentimes humiliating nature of f@mlabour, whether that of housemaids,
shop girls, seamstresses, factory workers, or m®thiro labour in the homé&.In “Soliloquy

of a Housemaid” (1852), Fern comments on the difficircumstances surrounding domestic

workers. Years later she takes a similar approaciyrants of the Shop” (1867), where she

® Belasco xx.

® Belasco xxxiv.

" Baym 251.

8 Karen A. Weyler, “Literary Labours and intellectRxostitution: Fanny Fern’s Defence of Working Wem{
South Atlantic Review0.2 (2005):; 104.
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criticizes the oppressive nature of the male emgrlowhilst defending the shop girls who
have no other choice but to withstand these canditfor an income. Similarly, in “The
Working-Girls of New York” (1868), Fern discussée tdaily schedule of the “care-worn

" comparing the girls that work in the factories‘ritachines.*® Fern’s essays

working girl,
not only address women'’s labour; some even engépesensitive subjects, such as
prostitution. For instance, the essays “Sewing Madi (1853), “Whom does it Concern”
(1858), and “Blackwell’s Island No.3” (1858), aBtablish the causes of prostitution to be
poor working conditions and insufficient wagesslalso important to mention the article “A
Bit of Injustice” (1861), where Fern addresses asiyts reactions to women’s unconventional
labours:
As a general thing there are few people who spppkobatively of a woman
who has a smart business talent of capability. ttenhow isolated or
destitute her condition, the majority would considenore “feminine” would
she unobtrusively gather up her thimble, and,ingtimto some out-of-the-
way-place, gradually scoop out her coffin withrétther than to develop that
smart turn for business which would lift her at erwt of her troubles; and
which, in a man so situated, would be applaudezkasedingly
praiseworthy:*
This particular passage is significant because dissely relates to Hyacinth's letter to Ruth
in Ruth Hall where he refuses to publish her articles an@awstadvises her to “seek some

unobtrusive employment? Rather than labouring as a needlewoman or a segssst

°“The Working-Girls of New York, Folly As It Flies(1868), rpt. inRRuth Hall and other Writingsed. Joyce W.
Warren (New Brunswick, NJ: Rutgers UP, 1986) 346.

10“The Working-Girls of New York,Folly As It Flies(1868), rpt. inRuth Hall and other Writingsed. Joyce
W. Warren (New Brunswick, NJ: Rutgers UP, 1986).348

1« Bit of Injustice,” New York LedgefNew York] 8 Jun. 1861, rpt iRuth Hall and other Writingsed. Joyce
W. Warren (New Brunswick, NJ: Rutgers UP, 19863.

12 Fanny FernRuth Hall: A Domestic Tale of the Present Tjireé. Susan Belasco (New York: Penguin 1997)
147. All future references are to this edition avilll be cited parenthetically in the text.
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(positions that were both monotonous and poorlymemsated), Fern urges women to
“develop that smart turn for business,” an ideaclhs fully explored irRuth Hall Lastly, in
“The Women of 1867” (1867), Fern suggests that womeate in an effort to express
themselves and stave off boredom: “Write! ... Nottfo world’s eye, unless you choose,
but to lift yourselves out of the dead-level of ydives; to keep off inanition; to lessen the
number who are yearly added to the lunatic asylinom the ranks of misappreciated,
unhappy womanhood, narrowed by the lives made wjetils.™® Although Fern herself
wrote primarily for capital, she did see the betsefi women occupying themselves with
something more fulfilling, rather than the monotosdemale activities: “gridirons and
darning-needles™ This too is explored iRuth Hall when Fern establishes that her
eponymous heroine had an aversion to such hobbies.

UndoubtedlyRuth Hallis based on Fern’s life, encompassing her faiddationships
with her family (especially her father and brothénge death of her husband, and her search
for financial security and autonomy through writii@espite the countless similarities which
will be mentioned throughout this chapter, Ruthejpendently finds success and economic
security (rather than getting remarried as Fermeigelf), aiding to the powerful message
the novel hopes to emit: women can achieve suageéhs literary marketplace and attain
financial autonomy on their own.

At the time of its publicatiorRuth Hallwas negatively received. Publications
attacked Fern for promoting women'’s financial inelegence, and for depicting a woman

who did not embody the feminine ideal. AccordingitePutnam’sreview, the novel is “full

13“The Women of 1867,New York LedgejNew York] 10 Aug. 1867, rpt ilRuth Hall and other Writingsed.
Joyce W. Warren (New Brunswick, NJ: Rutgers UP,6)334.

14“The Women of 1867,New York LedgejNew York] 10 Aug. 1867, rpt ilRuth Hall and other Writingsed.
Joyce W. Warren (New Brunswick, NJ: Rutgers UP,G)332.

15 Although Fern married James Parton in 1856 (haalrepdy established herself as a prominent joisthal
she decided to omit this significant evenRuth Hallso as not to overshadow Ruth’s success and economi
independence.
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and overflowing with an unfemininely bitter wrathdaspite.*® Others took a more drastic
approach: for exampl&odey’s Lady’s Bookefused to review the novel, stating, “As a
writer, the author of this volume has been veryesssful and very popular. Her success and
popularity may be increased by this ‘domestic tddaet, as we never interfere in family
affairs, we must leave readers to judge for themesef’ In an effort to explain the
unfavourable reviews of the time, Joyce W. Warngggests thaRuth Hallwas criticized for
promoting women'’s revolt against the oppressiveneadf a patriarchal and capitalist
society: “the construction of women as financialgpendent ensured the maintenance of
patriarchal capitalism, and the association of femalependence with immorality was an
insidious way of preventing women from attemptiaghange the status qui¥. Despite the
backlash, there were some critics who apprecidtedovel’'s themes. Hetty Hall Indiana
Americanasserts:
The tacit condemnation &tuth Hall,by a few editors odlistinction is only
another evidence that evganiusitself cannot escape the stormcatical
wrath .... Her book is no fabled representation ahho nature, and if there
has ever been an exception, where the long injaneldoroken spirited
daughter and sister was justified in turning teaemal castigator, then Ruth
has found it, and used it, simply, beautifully, witoint...
The reviewer for thélew-York Daily Tribungrovides the following review:
It has been reserved to this distinguished autBdmeachieve what may, under
the circumstances, be regarded as the most brilizotess ever obtained by

an American writer of fiction. “RUTH HALL"... has itwo months since its

16 “Editorial Notes—American LiteraturePutnam's Monthly Magazine of American LiteratureieSce and
Art, 5.26 [New York] Feb. 1855: 216.

7« jterary Notices,”Godey’s Lady’s BooKO [Philadelphia] Feb.1855: 176.

18 Joyce W. Warren, “Fracturing Gender: Woman’s Eenicdndependence Nineteenth-century American
Women Writers: A Critical Readeed. Karen L. Kilcup. (Malden, MA: Blackwell, 1998 52.

9 Hetty Hall, ‘Ruth Hall” Indiana AmericarjIndiana] 30 Mar. 1855: 1.
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first appearance, reached a greatly larger sateahg other American work

of fiction whatever within the same periédl.
Under the “Notices of New Books,” tidew-York Daily Timestates: “If Fanny Fern were a
man,—a man who believed that the gratificationesenge were a proper occupation for one
who has been abused, and that those who havednjgrare fair gamé&uth Hallwould be a
natural and excusable bodk.1t is clear that the outrage towar@ath Hallis rooted in the
way Fern addresses the existing double standatdhwattacked women for daring to leave
the home and become financially independent.

Although the reviews during the tinkRuth Hallwas published were mixed,
contemporary scholars have a more positive attitod@rds the novel; through Ruth, Fern is
able to give a woman independent financial sucakss;tly challenging women’s
submissive, dependent position in patriarchal Aoarisociety. Susan K. Harris also
discusses the way in whi€&uth Hallsymbolizes women'’s potential for autonomy: “the
novel makes it clear that the brother, in-laws,lighlers, and employers Fern attacks stand
for the establishment that deprives women, firbtyays to achieve economic independence;
and, second, of the voice to protest their helpless.?” Similarly, Baym reflects Harris’
position, asserting that “at the end of the nokieldautobiographical heroine ... is satisfied
with an independent career and has no wish to entedomestic situatiort* While Harris
and Baym focus on Ruth’s financial autonomy, Jesrfarris discusses Ruth’s position in
the literary marketplace, emphasizing how the ntged portrait of Ruth’s acquisition of

market savvy that facilitates her ability to evatimdependently her own valu& Ruth’s

2 “New Publications, New-York Daily TribungNew York] 17 Feb. 1855): 1.

2L «Notices of New Books,New-York Daily TimefNew York] 20 Dec. 1854. 2.

22 gysan K. Harris19th-century American Women's Novels: InterpregaStrategie$Cambridge: Cambridge
UP, 1990) 114.

% Baym 252.

4 Jennifer Harris, “Marketplace Transactions andti&ental Currencies in Fanny FerRaith Hall” American
Transcendental Quarterl20.1 (2006): 349.
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affective labours (writing), or according to Kar&nWeyler, “literary labours®® and her
mental affective labouring (mentally considering thest financial options) are what allow
Ruth to assess the literary market and get the oapstal for her work, thereby providing her
with financial independence. By analysing the texbugh the lens of affective labour, it can
be discerned that Ruth’s success lies in her manthemotional affective labours.

Early on in the novel, Fern describes Ruth’s degimdinding a suitable man to love
and marry. These aspirations are met when sheesafiarry and subsequently mothers two
children, Katy and Nettie. Although the novel's egng is representative of so many
domestic novels, Harry's death leaves Ruth ancthigren poor and destitute. Having no
help, nor support, from her father or her in-laRath has no choice but to find work in an
effort to earn a living and provide for her childre

At the outset Fern establishes Ruth as being sgwei and “grace[ful]” (6),
completely embodying the feminine ideal patriardwdiety valued. Despite Ruth’s content
with marriage and motherhood, she displays an eorets traditionally feminine activities
and labours:

For the common female employments and recreatsheshad an unqualified
disgust. Satin patchwork, the manufacture of Germarsted animals, bead-
netting, crotchet-stitching, long discussions witiliners, dress-makers, and
modistes, long forenoons spent in shopping, oriteglits of paste-board,
party-giving, party-going, prinking and coquettiradj, these were her
aversion. (56)
The alliteration, “paste-board, party-giving, pagtying, prinking,” and the exaggerated
descriptions emphasize the tedious nature of thetbaties. The passage suggests that Ruth

has an equal distaste for “female employments,h siscneedlework, and female

% Weyler 99.
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“recreations,” such as “coquettinglhe Oxford English Dictionargiefines “recreation” as “a

pleasurable exercisé®by stating that women’s employments and recrestie analogous,

Fern is establishing that Ruth is not the traddidreroine. Even though Ruth seeks all the

possible respectable labours for women, she islertalfind steady employment as a

seamstress or needlewoman, and more importantgnttanjoy the monotony or the wages

that are offered.

After exhausting all possible job options, Ruthides to write for the newspapers:

A thought! why could not Ruth write for the papeks@w very odd it had
never occurred to her before? Yes, write for theeps—why not? She
remembered that while at boarding-school, an editarpaper in the same
town used often to come in and take down her coitipos in short-hand as
she read them aloud, and transfer them to the e@whhis paper. She
certainlyoughtto write better now than she did when an inexpeed girl.
She would begin that very night; but where to makeginning? who would
publish her articles? how much would they pay herm®hom should she
apply first? There was her brother Hyacinth, noe phosperous editor of the
Irving Magazine; oh, if he would only employ her@tRwas quite sure she
could write as well as some of his correspondevitoym he had praised with
no niggardly pen. She would prepare samples to semediately,
announcing her intention, and offering them fordaseptance. This means of
support would be so congenial, so absorbing. Ahtexdle one’s mind could
still be brooding over sorrowful thoughts. (145-6)

The free indirect discourse of the passage illtestrRuth’s consciousness as well as her

affective labour (mental calculation). The ital&iion of “ought signifies Ruth’s uncertainty

% The Oxford English Dictionan?™ ed. 1991.
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and self-doubt in pursuing a career in writing.h&ligh it seems to her that she should have
the tools to write good articles due to her edwecatshe lacks the confidence because of her
previous failures (rejected for the teaching posiin the Primary School, and unable to find
a position as a seamstress). Nevertheless, shdaytewith her idea, believing that this kind
of employment will be pleasant and “absorbing,heatthan monotonous, as with all the
other “common female employments” (56). The metagidhe “needle” presents an
analogy of her mind’s aim, to the needle of a cossgghat points in a specific direction;
although her mind is focused on her literary endeavshe is worried her past experiences
will continue to trouble her. In an event that mig Fern’s life, Ruth’s brother Hyacinth
directs her to find some othaurfobtrusiveemployment” (147), and denies to help her in any
way. Having tried that approach and failed, Ruttdlatermined to seek a publisher on her
own, knowing full well the obstacles and tribulaisothat await her:

“I cando it, Ifeelit, | will do it,” and she closed her lips firmly; “but thevel

be a desperate struggle first,” and she claspetidrats over her heart as if it

had already commenced; “there will be scant meald,sleepless nights, and

weary days, and a throbbing brow, and an aching;hbare will be the

chilling tone, the rude repulse; there will be backward steps to one

forward.Pride must sleep! but—" and Ruth glanced at her childr&hshall

bedone” (147)
The italicized “can,” “feel,” and “will” demonstratthe importance of her resolve. Initially,
Ruth feels that she has the possibility of achigWiar goal, as illustrated through the word
“feel” later, she is confident in her intent to do as,indicated by the worawill.” Although
Ruth knows that she will have to overcome the gjfiegjthat loom ahead, she is determined
to succeed: “it shall bedone” Despite her resolution, she is unable to provaieoth her

children in her current situation; she has no ahbiagt to send Katy to her in-laws, with the
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aim of bringing her back when she is financiallgigé. It is at this point in the novel that
Ruth changes from the meek, feminine ideal, tacteeer, driven, business woman; she
wants to achieve financial security and most imgoaiy bring back Katy.
When Ruth finally finds employment &he Standardshe writes under the alias
“Floy” to protect her identity and reputation. Hoveg, having to balance motherhood with
her career, the only time that she is able to wnitéisturbed is during the night:
Scratch—scratch—scratch, went Ruth’s pen; the dmmpl flickering in the
night breeze, while the deep breathing of theelgteepers was the
watchword,On! to her throbbing brow and weary fingers. One @kie-two
o’clock—three o’clock—the lamp burns low in the ket Ruth lays down her
pen, and pushing back the hair from her foreheshd faint and exhausted
against the window-sill, that the cool night-airyran her heated temples.
How impressive the stillness! Ruth can almost Inesirown heart beat. She
looks upward, and the watchful stars seem to kerthe eyes of gentle
friends. No, God wouldot forsake her! A sweet peace steals into her trauble
heart, and the overtasked lids droop heavily advemteary eyes. (161)
In this passage Fern describes Ruth’s affectiveugbndicated through writing, as well as
her mental and physical exhaustion, consequenoagenivorking her mind and body. The
animated, dramatic language of the passage, and/gezbole-“throbbing brow,” “heated
temples,” “overtasked lids,” “weary eyes”’-emphadize physical effects Ruth experiences as
a result of her continuous mental strain. Fern atsgs several literary devices to depict the
tiresome nature of Ruth’s labour. The onomatopwei&cratch—scratch—scratch” imitates
the sound the pen is making as she furiously writke passage also displays two different
tenses, which further illustrate the long hours §hends writing: the past tense in “went

Ruth’s pen,” and the present tense in “One o’clotke-0’'clock—three o’clock, the lamp
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burns low.” Fern also challenges the establishemm® of labour, by showing how mental
and emotional labours are draining. It is evidéat manual labour requires physical
exertion, and can affect the body negatively. H@vethrough this novel Fern is depicting
affective labour as mentally and physically demagdestablishing the idea that using the
mind for labour is just as demanding as using theybDespite Ruth’s tedious labour, the
end of the passage seems hopeful. The simile ihnd@éthe watchful stars seem to her like
the eyes of gentle friends” suggests that despadaifficult work ahead, God and the stars
are watching over her and offering her comfort.

Later on in the novel Ruth undergoes “phrenologesamination” (215) which
demonstrates the extent of her mental labour. Tofegsor asserts that she has “an immense
power of will,” and “possess|es] a tenacity of pagp and perseverance in action” (216). He
continues:

Whatever you do, such as embroidery, drawing, pajnheedlework, or any
artistic performance, is very nicely done. Your stoactiveness is very large.
You can plan well; can lay out work for others ttvantage; can cut out
things, and invent new and tasteful fashions....

“You exhibit a predominance of the reflective iteet over the perceptive,
and are characterized for thought, judgment, aagtwer to comprehend
ideas, more than for your knowledge of things,dactrcumstances or
conditions of things. You remember and understahdtwou read, better than
what you see and heatr; still, you are more thamarilly observant.... You
have a pliable mind. You love acting, and wouldedas an actress. You have
great powers of sarcasm. You enjoy fun highly,ibotust be of the right
kind. You will tolerate nothing low. You are preeis the use of language,

and are a good verbal critic. (218-9)
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All of Ruth’s mental qualities, “reflective intette” her “thought, judgment, and the power to
comprehend ideas,” enable her to labour affectiaslya writer and business woman.
However, Ruth’s exceptional capabilities come vaitprice: “these armentalcharacteristics
notphysical and your mind often tires out your body...” (218% we have seen in a
previous passage, and in previous chapters, exeesi$ective labouring can cause physical
exhaustion?’ Although Ruth falls victim to this exhaustion, t&fective labour ultimately
secures her success.

Indeed, Ruth’s labouring pays off as her artickeseive much attention, even
increasing the subscriptions fohe Standardand in turn, their profits. Hoping that her
popularity will justify a raise, she asks Mr. Lestdor an increase in pay. At first she
mistakenly decides to appeal to him as a mothereaplains that the additional money “will
be bread for my children” (167). When her requestdnied, Ruth refuses to be defeated. The
episode motivates her to find another newspappulbdish her articles for additional pay, and
teaches her to take a business approach when gl@atimeditors and money in the future.

Until this point in the novel Fern has depicted iRsiaffective labour only through
writing. Yet, the second half of the novel displ®sth labouring mentally in the business
sphere as well. Her mental labour is most evideher negotiations of the literary
marketplace, specifically as she fights for highages with the editors dthe Standarénd
The Pilgrim and finally with the publication of her novel.eseg that her pleas to Mr
Lescom on behalf of her children’s welfare go umaered, Ruth takes a different approach
in her meeting with Mr. Tibbetts, editor ®he Pilgrim According to Ann D. Wood,

Above all, a woman writer was not to display hesremmic need. If she did,
she was clearly threatening, reminding an absesttdnd or a neglectful

father, or men in general, of their failure to sogifher in the graceful

2" For instance, Jenny in Gissingtsthe Year of Jubileeand Laura iThe Creatorsboth suffer from
exhaustion.
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domestic sphere for which she was presumably foyeued implying that she
might now actively take from them what they refusedive?®
As a result, when Ruth asks for a positioifla¢ Pilgrim she not once refers to children, or
indicates that she has a family, nor does she ottt she is working to support them.
Instead, she takes a strictly commercial approaegotiating with the editors for her future
wages in a business-like manner:
“Oh—hum—hum!” said Mr. Tibbetts, changing his tofi) you are ‘Floy,’
are you?” (casting his eyes on her.) “What payhdy fgive you over there?”

Ruth was a novice in business-matters, but shestnadg common sense,
and that common sense said, he has no right tgaasthat question; don’t
you tell him; so she replied with dignity, “My baxig, sir, with Mr. Lescom
was a private one, | believe.”

“Hum,” said the foiled Mr. Tibbetts; adding in ander-tone to his
partner, “sharp that!”

“Well, if I conclude to engage you,” said Mr. Tildkee “I should prefer
you would write for me over a different signatunar the one by which your
pieces are indicated at The Standard office, orcayuwrite exclusively for
my paper.”

“With regard to your first proposal,” said Ruthf lihave gained any
reputation by my first efforts, it appears to matthshould be foolish to throw
it away by the adoption of another signature; ant vegard to the last, | have
no objection to writing exclusively for you, if yowmill make it worth my
while.”

“Sharp again,” whispered Tibbetts to his partner.

2 Ann D. Wood, “The ‘Scribbling Woman’ and Fanny fewhy Women Wrote, American Quarter23.1
(1971): 10.
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The two editors then withdrawing into a furtherroar of the office, a
whispered consultation followed, during which Rbtard the words, “Can’t
afford it, Tom; hang it! we are head over earsebtchow to that paper man;
good articles though—deuced good—must have hee iflispense with some
of our other contributors. We had better begin tbaugh, as to terms, for
she’ll go up now like a rocket, and when she findsher value we shall have
to increase her pay, you know.”

(Thank you, gentlemen, thought Ruth, when the cendsige hands, I'll
take care to return the compliment.) (168-9)

The initial stages of Ruth’s evolution, from a hewsfe to a “sharp” businesswoman, are
evident in this passage. Ruth’s knowledge of tteedry marketplace is evident in her
negotiation; she maintains her pen name “Floy,” a@gotiates a higher pay for her articles.
As with Mr. Lescom, Mr. Tibbetts tries to take adtage of Ruth by paying her less than she
is worth. Despite the “poor” (169) pay, Ruth acsdpie contract because “she could at
present do no better, and because every pebblessergwell the current” (169). According
to Susan K. Harris, even though Ruth isn’t givemioney she is worth, it does represent a
significant point in the novel: “[this] mark[s] amportant step in her evolution from passive
victim to active speaker. Not only does she spsh&,demands; not only does she demand,
she does so in the language of the business wamltishe also gathers ammunition for
further attacks? In fact, the last lines of the passage “Thank gmntlemen, thought Ruth,
when the cards change hands, I'll take care tamghe compliment,” indicate that Ruth is
aware that they are cheating her out of more mcenay,in fact will alter her situation as

soon as it's feasible.

2 susan K. Harris 124.
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An interesting addition to the novel is the incusof “Floy’s” fan mail; it is through
these letters that Fern establishes Ruth’s risogylarity. It is also through these letters that
Ruth receives a promising proposition by Mr. Johaltéf, offering her a more lucrative
arrangement at thdousehold Messenger

| know something about the prices paid contributorghe periodical press,
and have often wondered whether you were receayghing like such a
remuneration as your genius and practical newsdpalent entitle you to. |
have also often wished to write you on the subgaad, tell you what | think is
your market-value—to speak in business phrase—va#ier; so that in case
you arenotreceiving a just compensation, as things go, yaghtknow it,
and act accordingly. In meditating upon the subjetias occurred to me that
| might benefit you and myself at the same timel imna perfectly legitimate
manner, by engaging you to write solely for my papaave made a
calculation as to what | can afford to give yourather what Wwill give you,
for writing one article a week for me, the artitbebe on any subject, and of
any length you please. Such an arrangement woutdwke give you time to
take more pains with your writing, and also affgodi such leisure for
relaxation, as every writer needs. (183-4)
Throughout the letter Mr. Walter makes it clear the understands and values Ruth’s literary
“genius.” Naturally, Ruth resigns froithe PilgrimandThe Standardand begins to write
exclusively for theHousehold Messengerhe position not only gives Ruth the opportunity
to express herself freely, but also furthers hee@aas a writer. Most importantly, it is at this
point that Ruth takes ownership of her value inliteeary marketplace; her artistic genius

will no longer be compromised, and she will nevlvaa newspaper to take advantage of
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her popularity again. Furthermore, by understantiexgown market value, Ruth can now
assess the literary business, and make the riggnddial choices.

When a publishing house gives Ruth the chancelbtigh her articles in a book,
offering $800 for the copyright, Ruth considers pines and cons very carefully: \itasa
temptation; but supposing her book should provié?adnd bring double, treble, fourfold that
sum, to go into her publisher’s pockets insteadevs? how provoking! Ruth straightened up,
and putting on a very resolute air, said, “No, tggnen, | willnot sell you my copyright...
(197). Again, Fern’s is illustrating Ruth’s consesmess and her mental affective labour. The
italicized “not’ indicates how strongly Ruth feels about her deaisDespite having no
experience in the business side of writing, Ruttilsable to make smart choices regarding
the market value of her potential book throughaiie labour. By mentally considering the
expected demand of her book, Ruth resolves thatikgéold of her copyright will
eventually prove more fruitful:

| am a novice in such matters, you know, but | carnelp thinking, Mr.
Walter, that my book will be a success. You wik $kat | have acted upon
that impression, and refused to sell my copyright.”

“You don’t approve it?” said she, looking a littenfused, as Mr. Walter
bent his keen eyes on her, without replying.

“But | do though,” said he; “I was only thinking Wwaexcellent a substitute
strong common-sense may be for experience. Yowveans brief, concise,
sagacious, and business-like; | endorse it unhegte. It is just what |
should have advised you to write. You are corne¢hinking that your book
will be popular, and wise in keeping the copyrighyour own hands. In how

incredibly short a time you have gained a litenagutation, Floy.” (210-11)
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Ruth’s “common-sense,” and “business-like” mannesddressing the offer reflect on her
mental affective labour, namely assessing the vafluner work. According to Harris, “in
maintaining copyright over her own works she israfing her ongoing value, as opposed to
understanding her worth in terms of a singularda@tion—not unlike marriage—after which
she possesses nothin.’Being able to accomplish such a reputation astamis an

incredible feat, especially because she is a wamarmale dominated industry. Fern
establishes her success by asserting “AND now ergite had become a regular business
woman” (223). According td he Oxford English Dictionarybusiness” usually refers to “a
person’s official or professional duties as a whetated occupation, profession, or trade;
especially serious occupation, work, as opposgde@sure or recreatioi” Historically, the
terms “business-man” and “business-woman,” hawi stantrasts in dates of origin. For
example, “business-man” first appears in 1803, evtbusiness-woman” originates in the
1844 American newspaper, tBeuthern Literary Messengen Britain, “business-woman”
appears at a much later date, in John Betjemar58 fi8em titled “Business Girl$?

Overall, it can be assumed that the term “busimes®an” refers to a woman who works in a
business. By using the terms “regular business wghiarn is establishing that Ruth’s
occupation and status in the literary marketplaeesguivalent to those of men. Ruth has had
to face and surpass obstacles, cleverly negotrafmpitions, manage her career in a
business-like manner, and even care for her cimjdhgoughout the novel. The publication

of her work to predominantly favourable reviews eans the fact that Ruth has evolved from
wife and mother to successful “business woman.” fitneel ends with a triumphant outcome:
Ruth buys stock shares in a bank, becomes findyaialependent, and Katy returns to her
home. As Kristie Hamilton asserts, “by making Ratstockholder, Parton [Fern] reinforces a

socioeconomic and indeed a literary paradigm thetifies success and happy endings with

%0 Jennifer Harris 352.
31 The Oxford English Dictionan?™ ed. 1991.
%2 The Oxford English Dictionan?™ ed. 1991.

161



capital, if not marriage® Jennifer Harris reflects Hamilton’s opinion, statithat the “form

of public capital symbolizes her financial freedarmd her public investment..**Although
writing has earned her a substantial amount oftagpvhich in turn has made her financially
independent, it can be considered as a predomynaiféictive labour; her articles are
products of affective labour, because of the ematiand mental labour they require.
Furthermore, affective labouring is also evidenRith’s mental calculation when
considering her market value and her financial peots. ThusRuth Hallis a novel that
challenges societal norms by redefining the fenamdeal; by making Ruth a strong business
woman who achieves economic independence througiingyr=ern is suggesting that

women do have the ability to become as successfoiemn.

Louisa May Alcott'sWork: A Story of Experienadso advocates women’s need for
financial independence. Through the text’s hero@tajstie Devon, Alcott chronicles the
experiences many women face in their quest forin@gp and autonomy. The book was
serialized in the&hristian Unionfrom 1872 to 1873, and subsequently published diyeRs
Brothers of Boston as a novel in 1873. Alcott begaiting the novel in 1861; despite its
publication nearly twenty years later, it stillledts many of the themes of antebellum fiction.
Although Alcott was a popular novelist in late rieenth-century America, she was mostly
known for her children’s novels, especidllgtle Women1868). Yet, her involvement with
the American Suffrage Association and her femiarstles in various newspapers and
periodicals are important as well. Like Fanny Féeptt basedVorkon her own life and
experiences in the labour market.

Workwas generally well-received at the time of its Ip#tion. According to the

Boston Daily Advertiser

% Kristie Hamilton, “The Politics of Survival: SaRarton’sRuth Halland the Literature of LaborRedefining
the Political Novel: American Women Writers, 17901, ed. Sharon M. Harris (Knoxville: University of
Tennessee Press, 1995) 103.

3 Jennifer Harris 356.
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[WorK is admirable. It is a interesting enough as aysimwin and hold
innumerable readers, while its healthful tonethtsough nobleness, its pure
democracy and practical Christianity cannot be qorarsed.... If half the
thousands who will read this book will profit byaihd put its lessons into
practice, it will do more good in the working wotltan all the labour-reform
conventions ever held, and all the speeches anglgata on the subject ever
printed. It is not a new gospel, but the old ord smew, and applied to the
troubles today*®
The Literary Worldchas a similar sentiment and asserts,
Workis a story which leaves upon the mind a very wanuh vivid
impression. It is earnest, animated, highly draopaind in parts exceedingly,
although never weakly, tender. The charactersiferéike and varied; there is
a genuine plot,—pretty if not profound. The purpo&éhe book is healthful
and noble, and so thoroughhfused or wrought into the story, and so quietly
enforced by the easy development of the lattet,ithll come very near
doing positive good®
The novel also received critical acclaim overs€asTheBritish Quarterly Revieywwork“is
full of vigour, keen discrimination, racy charadzation, and effective dialogue. Christie, the
heroine, is a finely balanced character, good en@ungl noble enough to win our sympathies
and to stimulate our better feelings.... The story i@ry able and very wholesome ofé.”
Although many praised Alcott’s novel and its messaghers thought her new field of
writing was a failure. For example, tBgringfield Daily Republicanriticises Alcott’s

departure from writing children’s books, and comisen

% “Miss Alcott’'s Work” Boston Daily AdvertisefBoston] 9 Jun. 1873: 3-4, rpt. iouisa May Alcott: The
Contemporary Reviewsd. Beverly Lyon Clark (Cambridge: Cambridge @804) 183-5.

3 «“Work” The Literary WorldNew York] 1 Jul. 1873: 18-9, rpt. inouisa May Alcott: The Contemporary
Reviewsed. Beverly Lyon Clark (Cambridge: Cambridge @804) 197.

37«Work, A Story of ExperiengeThe British Quarterly Revieft.ondon] Oct. 1873: 589-90.
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Miss Alcott’'sWork, A Story of Experiences not one of the few perfect
novels, nor does it stand in the first or secomd i@mong novels. It has
remarkable merits, and a great many of them, kalsd has certain very grave
defects, and fails to produce, on the whole, ther@ssion that the author
obviously intended to mak&.
Similarly, The Athenaeurasserts: Work: A Story of Experiences full of good and excellent
passages; but we miss the cheery energy theravlas®ld Fashioned GirlLittle Women
Good Wivesand other works, too numerous to specify, foraRiwe have to thank Miss
Alcott.”*® Recent scholarship identifi#8orkas a key text in nineteenth-century fiction.
According to Tara Fitzpatrick, “The novel provideglimpse of the profound ambivalence
that beset nineteenth-century Americans, especraltiyglle-class northern white women,
when they attempted to sort out the proper rolesahen and men, home and work, love
and duty, self-denial and self-reliance, sacrifioe reward.*’ For Susan K Harris, the novel
addresses the problems marriage poses for womelfrdevelopment: “The identifiable
‘problem’ in Workis far more complex than in earlier novels: ithe problem of patriarchy,
of women’s definition by a culture that forbids théself-knowledge,’ ‘self-control,’ ‘self-
help.”*! Elaine Showalter also focuses on the portrayatarhan’s self-development and
comments, Workis a bildungsroman based Brigrim’s Progress with the heroine Christie
Devon (the female version of Bunyan’s Christiartjisg out to find her own Celestial City

w42

of self-fulfilment,”™ one she finds through various kinds of work. Altgb most scholars

3 “Miss Alcott's New Novel: Its Characters and Chetraistics,”Springfield Daily RepublicafSpringfield] 12
Jun. 1873: 4+, rpt. ihouisa May Alcott: The Contemporary Revigeed. Beverly Lyon Clark (Cambridge:
Cambridge UP, 2004) 190.

39 “Two American Tales, The Athenaeuriondon] 26 Jul. 1873: 111.

“0 Tara Fitzpatrick, “Love’s Labour’'s Reward: The 8erental Economy of Louisa May Alcott@ork” NWSA
Journal5.1 (1993): 30.

*L Susan K. Harris 177.

“2 Elaine ShowalterA Jury of Her Peers: American Women Writers frome\Bradstreet to Annie Proulx
(London: Virago, 2010) 197.
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praise the radical themes of the novel, some diits form and “the breaks and shifts in

text,”3

while others question its realism. According ta@Euia Kaledin,

Workfails to come to terms with the actualities of wa@nd working

conditions for women, even though its heroine igadr to the brink of suicide

by her inability to survive alone. Instead of susigey the need for reforms

Workseems to justify the status quo by letting theimer's good nature lead

to marriage as the solution to her probléths.

Yet, what Kaledin fails to address is that Christatinues to labour after she marries (and
after her husband passes away), as an oratordavdinen’s movement. Although Christie
works in a wide range of jobs (housemaid, governesspanion, seamstress, gardener, and
nurse), | will focus on her work as an actress @iador. My examination of the text will

argue that acting and orating are indeed affedaibeur. | will also briefly discuss the
circumstances that lead to her decision to comundide, and the way in which she surpasses
poverty and depression through self-fulfilment.

Alcott introduces the reader to Christie’s detemxdimnd independent nature at the
outset. The novel begins when Christie tells het gat she will be leaving their home to
support herself:

“AUNT BETSEY, there's going to be a new Declaratufn
Independence.”

“Bless and save us, what do you mean, child?” Awdstartled old lady
precipitated a pie into the oven with destructiestb.

“I mean that, being of age, I'm going to take aareyself, and not be a

burden any longer. Uncle wishes me out of the wlapks | ought to go, and,

“3 Jean Fagan Yellin, “From Success to ExperiencaideoMay Alcott’sWork” The Massachusetts Review
21.3 (1980): 538.

4 Eugenia Kaledin, “Louisa May Alcott: Success amel $orrow of Self-denial¥Women’s Studie5 (1978):
255,
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sooner or later, will tell me so. | don't intendwait for that, but, like the
people in fairy tales, travel away into the wortdlaseek my fortune. | know |
can find it.*
The first few lines of the Declaration of Independe, “We hold these truths to be self-
evident, that all men are created equal, that #neyendowed by their Creator with certain
unalienable rights, that among these are lifertyband the pursuit of happiness,” are the
lines Christie is referring to when she announ@plan. Christie seeks “life, liberty and ...
happiness,” or more specifically freedom from tbestraints of the private domestic sphere,
and autonomy. Although she is currently dependaritay aunt and uncle, she is prepared to
find a job that will make her self-sufficiency pdsde:

“You say | am discontented, proud and ambitiouat'shtrue, and I'm glad of

it. | am discontented, because | can't help fedlaqg there is a better sort of

life than this dull one made up of everlasting wavith no object but

money.... I'm willing to work, but | want work thathn put my heart into,

and feel that it does me good, no matter how hasd I only ask for a chance

to be a useful, happy woman, and | don't think Ehatbad ambition.” (10-11)
Christie is “discontent” with the housework she slbecause she feels it has no purpose. The
lines “I want work that | can put my heart intoddeel that it does me good,” suggest that
she is more concerned with finding self-fulfilmemtd happiness through her labour, rather
than making money.

At the time, there were only a few respectable pffesred to women: domestic

servitude, needlework, and teaching as a goveriYe$sbecause teaching was considered
one of the best kinds of labour for women, one #st offered adequate wages, there was

overcrowding. Christie comes to this realisatiorcky, and further considers her options:

> Louisa May AlcottWork: A Story of Experienced. Joy S. Kasson (New York: Penguin, 1994) bfuslire
references are to this edition and will be citecepthetically in the text.
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So, after several disappointments, Christie decidatiher education was too
old-fashioned for the city, and gave up the ideteathing. Sewing she
resolved not to try till every thing else failedidh after a few more attempts to
get writing to do, she said to herself, in a fithoimility and good sense: “I'll
begin at the beginning, and work my way up. I'lt puy pride in my pocket,
and go out to service. Housework | like, and canvat), thanks to Aunt
Betsey. | never thought it degradation to do itHer, so why should | mind
doing it for others if they pay for it? It isn't whl want, but it's better than
idleness, so I'll try it!”(17)
Christie’s resolution to seek work as a servangnetough she comes from a middle-class
background, further illustrates her determinatiod atrong will. The narrator comments on
Christie’s exceptional nature, and demonstrates $tewdiffers from the many other women
who fail in their struggle to attain autonomy ire tfollowing passage:
Christie was one of that large class of women whaderately endowed with
talents, earnest and true-hearted, are driven bgsséy, temperament, or
principle out into the world to find support, hapgess, and homes for
themselves. Many turn back discouraged; more asteutow for substance,
and discover their mistake too late; the weakesst their purpose and
themselves; but the strongest struggle on, anel, dnger and defeat, earn at
last the best success this world can give us,dlegssion of a brave and
cheerful spirit, rich in self-knowledge, self-caslirself-help. This was the real
desire of Christie's heart; this was to be hemlessd reward, and to this
happy end she was slowly yet surely brought bydhg discipline of life and

labour. (12)
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Alcott places Christie amongst the “large class/oen,” because she too is trying to break
through the constraints of the private sphere toeae “self-knowledge, self-control, self-
help,” and even self-fulfilment, through labour.iF passage also foreshadows Christie’s
eventual success; she is unlike the many womenfarthdecause of her strength and
persistence. Although she gets work as a serviaatgsickly learns that there is
“degradation” (21) in being paid so little to dacBuvork. Alcott expressed the same disdain
for being a housekeeper in her 1874 essay “Howntait to Service,” in which she
describes her experiences as a housemaid and cmmpan
Unable to resist the desire to see what my earnsgs, | opened the purse
and beheld four dollars. | have had a good margriainutes in my life; but
one of the bitterest came to me as | stood thetleenvindy road, with the
sixpenny pocket-book open before me, and lookea froy poor chapped,
grimy, chill-blained hands to the paltry sum thasxonsidered reward
enough for all the hard and humble labour theydwee?®
Alcott demonstrates the disappointment and disareiny women felt when working for long
hours in return for meagre wages that hardly waorigh for living.

Although Christie’s entrance in the job marketigndicant, her affective labour is
evident in her subsequent job in the theatre. Ak ®issing’'s Clara iThe Nether World
Christie labours affectively to authentically emigddde character she is playing:

Presently the ballet-master appeared, the orchestrek up, and Christie
found herself marching and counter-marching at vadrcommand. At first, a
most uncomfortable sense of the absurdity of hsitijpn oppressed and
confused her; then the ludicrous contrast betwieersdlemn anxiety of the

troop and the fantastic evolutions they were penfog amused her till the

“ Louisa May Alcott, “How | Went Out to ServiceThelndependen26 [New York] 4 Jun. 1874: 1.
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novelty wore off; the martial music excited he thesire to please sharpened
her wits; and natural grace made it easy for heatoh and copy the steps and
poses given her to imitate. Soon she forgot hersetéred into the spirit of
the thing, and exerted every sense to please,ceessfully that Mr. Tripp
praised her quickness at comprehension, Lucy agethbeartily from a fairy
car, and Mr. Sharp popped his head out of a palaogow to watch the
Amazon's descent from the Mountains of the Moo#) (3
Christie’s initial tentativeness is evident as fdeds “uncomfortable,” “absurd,” and even
self-conscious on stage. Eventually her shynessidesy and her dread evolves into
excitement and “desire” to play her part as besthascan. Christie’s affective labour is
evident when she assumes the role of the AmazoerQutenter[s] into the spirit of the
thing,” and “exert[s] every sense to please.” Qlaiportrays the Amazon Queen
passionately and authentically, by utilising heloéional, creative, and mental faculties.
Although the director initially assumes Christidike “any girl possessing the lively fancy,
sympathetic nature, and ambitious spirit which makeh girls naturally dramatic” (37), his
position alters when he sees how eager she isathige: “[she] was willing to study hard,
work faithfully, and wait patiently” (39). Christieaches her full acting potential when she
puts aside her insecurities, takes the advice oimeantors, and passionately emulates her
character: “Believing she had little beauty to ga&, she dressed such parts to the life, and
played them with a spirit and ease that surprisedd who had considered her a dignified
and rather dull young person” (39). Christie wooksher craft by engaging with her roles
physically and emotionally, thereby strengthenieg rerformances. Whereas she previously
was viewed as a “dull young person,” her affectalsour has transformed her into a skilled
actress, one who acquires fame as well as a stilastamount of capital: “thirty dollars a

week” (40).
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Alcott initially portrays Christie’s new career pomising. Yet, the reader is soon
presented with the negative aspects of the prafiessi
But gradually she underwent the sorrowful chang&lwbomes to strong
natures when they wrong themselves through igneranevilfulness.

Pride and native integrity kept her from the waeshptations of such a
life, but to the lesser ones she yielded, growrlsh, frivolous, and vain,—
intent on her own advancement, and careless by mbahs she reached it.
She had no thought now beyond her art, no desyenoethe commendation
of those whose opinion was serviceable, no cararfgrone but herself. (41)

Alcott may want women to achieve self-fulfilmentitlshe also cautions them in the way it
should be realised. According to Glenn Hendlere‘tteatre ... is both too public and too
individual; it produces a relation between a depeatized, potentially ‘demoralized’
audience and a performer so caught up in hersaifstie has lost the other-orientation that
defines femininity.*” Faye E. Dudden mirrors these conclusions andtaséehenever a
woman enacts a part she implicitly threatens tleggling definition of womanhood: she
shows she can become someone else and make yewehielf® Indeed, after a few months
in the theatre Christie has become “selfish, fowsl, and vain;” the money she has made and
the fame she has achieved have corrupted her ¢cbaeex her femininity. Furthermore, not
only is Christie’s profession as an actress threageher femininity, as Hendler and Dudden
point out, it is also a reminder of the associatielween acting and prostitutidhFor Tracy

C. Davis,

" Glenn Hendler, “The Limits of Sympathy: Louisa Malgott and the Sentimental NoveKmerican Literary
History 3.4 (1991): 696-7.

“8 Faye E. DuddenVomen in American Theatre: Actresses and Audien@@8-187QNew Haven: Yale UP,
1994) 2.

9 Refer to Chapter 6 on George Gissinffe Nether Worldand Chapter 9 on Mary Hunter Austi$Voman
of Genits for a further look into the acting career of wanie Victorian Britain and twentieth-century Ameaic
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No matter how consummate the artist, pre-eminenfdatourite, and modest
the woman, the actress could not supersede théntcshe lived a public life
and consented to be “hired” for amusement by ath wbuld command the
price. For a large section of society, the sintikesi between the actress’s life
and the prostitute’s atemimondaine’svere unforgettable and overruled all
other evidence about respectabifity.
Fortunately, Alcott saves Christie from corruptimnhaving her quit acting after a near
fateful accident on stage. In search for a morpa@sble position, one that will make her
happy while maintaining feminine virtues, Chridiist works as a governess, then a
companion, and soon after, as a seamstress.

In addition to exploring the labours offered tomen at the time, Alcott also
challenges contemporary attitudes to the fallen amend society’s preconceived notions
through Rachel (Christie’s only friend at the maatnaking workshop). When Rachel is
fired for not being a “respectable and worthy g{d06), Christie offers her support; yet,
Christie’s decision also leads to her terminataomg ultimately contributes to her own
poverty and estrangement from society. Rather lgtathe fallen woman disappear or even
succumb to prostitution (as in many previous ngy@ikott criticises society’s view of the
fallen woman by having Rachel save Christie fromside.

Christie is unable to find any other kind of wofkea she is fired, undoubtedly
because her friendship with Rachel has tarnishedeipaitation. Desperate to repay her debts,
Christie resorts to piecework:

While the tired hands slowly worked, the weary brached and burned with
heavy thoughts, vain longings, and feverish fandikshings about her

sometimes seemed as strange and spectral as thtempisahat had haunted

** Tracy C. DavisActresses as Working Women: Their Social Idemiityictorian Culture(London: Routledge,
1991) 69.
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her half-delirious sleep. Inexpressibly wretchedembe dreary days, the
restless nights, with only pain and labor for compas. The world looked
very dark to her, life seemed an utter failure, @atklusion, and the long,
lonely years before her too hard to be endured.

It is not always want, insanity, or sin that drivesmen to desperate
deaths; often it is a dreadful loneliness of heattunger for home and friends,
worse than starvation, a bitter sense of wrongindpdenied the tender ties,
the pleasant duties, the sweet rewards that cae thekhumblest life happy; a
rebellious protest against God, who, when theyf@rypread, seems to offer
them a stone. Some of these impatient souls thfevaway, and learn too late
how rich it might have been with a stronger faggthmore submissive spirit.
Others are kept, and slowly taught to stand and, wablest with a happiness
the sweeter for the doubt that went before. (117-8)

The language and style of this passage exempkfyatheliness and despair Christie feels in
her dire situation, an event that is all too simitathe one irRuth Hall Whereas Ruth
suffers exhaustion from labouring affectively thgbuwriting, Christie’s mental and physical
labours are leading to her breakdown. Christiefsctifze labour in considering her
circumstances, “the weary brain ached and burnédiv@avy thoughts, vain longings, and
feverish fancies,” is draining her so much mentatig emotionally, that she loses the ability
to distinguish reality from illusion: “till thingabout her sometimes seemed as strange and
spectral as the phantoms that had haunted hedélalfous sleep.” The words “spectral,”
“phantoms,” “haunted,” and “delirious” indicate antasy state of being, one that is making
Christie lose touch with reality. Clearly her plgaiexhaustion from “two days and a night
of almost uninterrupted labour” (119) and her combius mental affective labour are

exacerbating her condition and driving her towagsychotic break. When her payment for
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the piecework she has completed is denied, Chasffers a complete mental breakdown
and considers suicide. Alcott depicts Christie’sg#er and unravelling in the following
passages:
She felt as if the springs of life were running dgwand presently would stop;
for, even when the old question, "What shall | do&he haunting her, she no
longer cared even to try to answer it, and hadeetrfg but one of utter
weariness. She tried to shake off the strange rntfuaidvas stealing over her,
but spent body and spent brain were not stronggintuobey her will, and,
in spite of her efforts to control it, the impukbat had seized her grew more
intense each moment.
“Why should | work and suffer any longer for mysalbne?” she thought;
“why wear out my life struggling for the bread Msano heart to eat? | am not
wise enough to find my place, nor patient enouglvad until it comes to me.
Better give up trying, and leave room for those whge something to live
for.” (123)
The overall mood of the passage is depressed dedtdd. Christie is exhausted mentally
and physically, suffering a “spent body and speairy” and has no drive to fight to survive
and surpass poverty any longer. The repetitiom@ftord “spent” further emphasizes
Christie’s lack of power and energy. The rhetormpadstions also illustrate Christie’s
resignation; she is so tired of her situation g doesn’t even have the will to withstand the
dreamlike state she is slowly slipping into:
She knew it was no place for her, yet no one wddedter, no one would care
if she staid for ever, and, yielding to the perddascination that drew her
there, she lingered with a heavy throbbing in kergles, and a troop of wild

fancies whirling through her brain. Something wisiteept by below,—only a
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broken oar—but she began to wonder how a human wodid look floating
through the night. It was an awesome fancy, biatok possession of her, and,
as it grew, her eyes dilated, her breath camedasther lips fell apart, for she
seemed to see the phantom she had conjured up, a0k the likeness of
herself.
With an ominous chill creeping through her blooag @ growing tumult
in her mind, she thought, “I must go,” but stilbetl motionless, leaning over
the wide gulf, eager to see where that dead thimgjdvpass away. So plainly
did she see it, so peaceful was the white factylbof rest the folded hands,
so strangely like, and yet unlike, herself, tha seemed to lose her identity,
and wondered which was the real and which wasnlagjinary Christie.
Lower and lower she bent; looser and looser gravhbkl upon the pillar;
faster and faster beat the pulses in her temphesthee rush of some blind
impulse was swiftly coming on, when a hand seizediaught her back.
(124)
Again, the bleak and depressive mood of the passémyes the reader to sympathise and
empathise with Christie. Not having anyone to offer support and help are also causing her
breakdown. As she slowly loses touch with reabtye also begins to imagine and identify
with the “human body” in the water. At this poifthristie’s loss of will and determination to
live causes her to resemble the “phantoms” shetegously conjured. Not only are these
delusions taking “possession of her,” but theyadse causing her to lose her own sense of
“identity.” Christie is captivated by the “deadnfi’ in the water, because it resembles her
own body and face. In fact, it is her fascinatiathvthe body, and the tranquil aura it emits,
“so peaceful was the white face,” that pulls hessel to the water; she too wants to feel the

peace and rest the body appears to have. In aestiteg twist of fate, Alcott has Rachel
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rescue Christie from her own fall to her death,8itameously saving Christie and giving
credit to the fallen woman. Christie then spendsskeond chance at life by recuperating in
domestic households: first at Cynthy Wilkins’ horaeyasherwoman she meets through
Rachel, and then at David Sterling’'s home, a greesé keeper she meets through Reverend
Power.

Up until this moment Alcott has explored a womantek experience in the public
sphere through Christie’s ventures for labour. §tteis near suicide marks a transition for
the novel; in the second half, Christie spendgiha in the domestic sphere, trying to find
happiness and self-fulfilment through gardeningtrrage, and nursing. Although Alcott
does have Christie enter a marriage with David,astoéds the traditional marriage plot by
killing off David and putting Christie in a posihdo finally achieve autonomy and self-
fulfilment through oratory.

In the last chapter, while attending a meetingrofking women, Christie stands up
and gives her “first speech in public since shetled stage” (332):

That early training stood her in good stead nowingi her self-possession,
power of voice, and ease of gesture; while the ggaemt her heart lent her the
sort of simple eloguence that touches, persuades;@vinces better than
logic, flattery, or oratory.

What she said she hardly knew: words came faséer she could utter
them, thoughts pressed upon her, and all the lessfamer life rose vividly
before her to give weight to her arguments, vatuleetr counsel, and the force
of truth to every sentence she uttered. She hadkiso many of the same
trials, troubles, and temptations that she couthkpinderstandingly of them;
and, better still, she had conquered or outlivethaay of them, that she could

not only pity but help others to do as she had done
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The women felt that this speaker was one of therner. speech simple
enough for all to understand; cheerful, comfortiagg full of practical
suggestion, illustrations out of their own expeciegnand a spirit of
companionship that uplifted their despondent hearts

Yet more impressive than any thing she said wasubde magnetism of
character, for that has a universal language wdliotan understand. They
saw and felt that a genuine woman stood down the@ng them like a sister,
ready with head, heart, and hand to help themthelmselves; not offering
pity as an alms, but justice as a right. Hardshgb sorrow, long effort and
late-won reward had been hers they knew; wifehoastherhood, and
widowhood brought her very near to them; and beherdwas the background
of an earnest life, against which this figure vhtalth on the cheeks, hope in
the eyes, courage on the lips, and the ardor afla benevolence warming the
whole countenance stood out full of unconsciousitiigand beauty; an
example to comfort, touch, and inspire them. (332-3

The “early training” refers to her experience asatiess through which she learned to
command the audience’s attention. The “self-possespower of voice, and ease of
gesture,” she now has are also derived from hetique career in the theatre. While the other
women were unable to connect with the audiencesteasily sympathises with, and
relates to, the different classes of women in dttece. Although Hendler constitutes this as
a “theatrical performance*there is a distinction between acting and oratikeyan actress,
Christie has performed as various characters,noutter in danger of losing her own self and
identity through the process. However, throughionatshe has the opportunity to be true to

herself. Whereas both careers require mental ardi@mal labour, it is through oration she is

51 Hendler 699.
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finally able to achieve self-fulfilment, because sloesn’t compromise her own identity.
Christie inspires her audience by genuinely shangrgown “trials, troubles, and
temptations.” Her “magnetism” as an orator is dubdr ability to express her thoughts in a
creative and emotional manner.

As with Beth in Grand’§ he Beth BogkChristie’s affective labour is necessary to
express her ideas and encourage others to searstiffdulfilment. The ending of the novel
represents her best performance and her truegallin

“Perhaps this is the task my life has been fitimg for,” she said. “A great
and noble one which | should be proud to accepthatig accomplish if |
can.... This new task seems to offer me the chanbeinfy among the
pioneers, to do the hard work, share the perseguind help lay the
foundation of a new emancipation whose happy ssdoesy never see. Yet |
had rather be remembered as those brave begimeeth@gh many of them
missed the triumph, than as the late comers wjlilb® only beat the drums
and wave the banners when the victory is won.” Y334
It is here that we can see how Christie has futlyedoped through all her experiences.
Describing herself as “strong-minded, a radicatl ameformer” (339), she has the
confidence and motivation to join the movement acidas “a mediator to bridge across the
space that now divided them from those they widbesgrve.” In fact, the knowledge she has
gained throughout her life is what makes her coemgeb mend the gap between the
classes. It is through this career, and througtaffective labour, that Christie is able to
realize her full potential and achieve self-fulfént.

Fanny Fern’Ruth Halland Louisa May Alcott'$Vork both depict women who

engage in affective labour in careers that wenagarded as suitable for women by

conventional nineteenth-century society. While Ratiours affectively to become a
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successful writer and business woman, Christiedeaffectively through acting and
orating, making her a respected member of the wsmeavement. It is through these
characters that Fern and Alcott demonstrate theappartunities that would enable women
to gain financial independence and autonomy. Algjioluconsider both of these works to be
domestic novels, due to their focus on marriagemaatherhood, | do think that both
challenge the early nineteenth-century ideologthefTrue Woman. After the Civil War,
women writers chose to explore new grounds for wotheough their protagonists. As such,
the emphasis on domesticity lessened, and morerienpe was placed upon the vocational
opportunities that were now afforded to women hia following chapter | will discuss a
novel in which the protagonist rejects domestiaityd instead focuses on a non-traditional

career.
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Chapter Seven: Elizabeth Stuart PhelpsThe Story of Avis

The Civil War brought about many changes socially politically. By the 1870s, the
feminist movement gathered momentum, and wometest#w fight for many social reforms,
among them voting rights, as well as equal educaia employment opportunities.
According to Elaine Showalter, “warfare redistriéditsome of men’s traditional power to
women, and brought women’s conflicts over theiesdio the surface, as conventional rules
of feminine decorum were suspended, and womenehdme front took over many of the
jobs men left behind them, or became teachers dlitdmynnurses.* The Civil War not only
“eroded the boundary between male ‘battlefront’ ferdale ‘homefront,® as Elizabeth
Young points out, but it also altered The Cult oid Womanhood. In the early nineteenth
century, women were expected to abide by the “tawdinal virtues—piety, purity,
submissiveness and domesticify Flowever, both the Civil War and the feminist maoet,
altered domestic ideology and paved the way folNee Woman of the 1880s and 1890s.

In literature, the domestic novels of the 18503 860s often culminated in romantic
endings and marriage. In the 1870s a new kind eélnentered the literary marketplace, one,
as Susan K. Harris points out, that is didactistracture and radical in its themes. According
to Harris, these novels “do not call for expandeafgssional opportunities for women. They
do, however, lay the groundwork for such demandkate-didactic novels valorise women
who reach beyond marriage for self-definition anati§cation, and who question the
restrictions the marriage relation imposes on tiregdom to do and be all they c&h.”

Women writers began to depict their protagonigectang traditional duties, focusing on

! Elaine ShowalterA Jury of Her Peers: American Women Writers frome\Bradstreet to Annie Proulx
(London: Virago, 2010) 154-5.

% Elizabeth YoungDisarming the Nation: Women's Writing and the Ameami Civil War (Chicago: University
of Chicago Press, 1999) 2.

% Barbara Welter, “The Cult of True Womanhood: 183880,” American Quarterly18.2 (1966):152.

* Susan K. Harris] 9th-century American Women's Novels: InterpregaSitrategies(Cambridge: Cambridge
UP, 1990) 173.
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their own self-fulfilment, and in some cases, ekafnsing marriage to attain vocational
success. For example, Lillie Devereux Blakeéstered for Life(1874) depicts a number of
female characters who contest patriarchal resinstand actively seek financial and social
independence; a key character, Cornelia D’Arcyg, dctor and suffragette, while the
protagonist, Laura Stanley, studies to be an ahissarah Orne Jewett's noveICountry
Doctor (1884), Nan Prince renounces marriage in ordeottinue with her medical
vocation. Lastly, irDoctor Zay(1882), Elizabeth Stuart Phelps (later Ward) agdrthe life
of Doctor Zaidee Atlanta Lloyd. In this chapter illwiscuss another novel by Phelps which
not only embodies the literary trend employed bynga writers after the Civil War, but
displays one of the most complicated charactetsistime—The Story of Avi§l871).
Throughout her literary career Phelps wrote mamgpeelling articles, short stories,
and novels that expressed her position on varielesms (dress, religion, vivisection) and
addressed pertinent women'’s issues. Her first @ost-\War novel, The Gates Aja(1868),
became “the century’s second best-selling book feyreale author® The novel appealed so
much to the public that by the end of the nineteeentury, “American sales would approach
100,000, while British circulation would outrun thand the books would be translated into
French, German, Dutch, and ItalighTwo more spiritual novels followed its publication
Beyond the Gated883) andrhe Gates Betwedi887). In the same year thite Gates
Ajar was published, Phelps also concentrated on thaiteams of the Pemberton textile mills
and the working classes, in the essay “The Tenflan@iary” (1868). She continued her
commentary on working women and the inequality afj@s in her essays “What Shall They
Do” (1867) “Why Shall They Do It” (1868), and “Whatre They Doing” (1871). In addition

to these essays, Phelps directly challenged True&adeology in “The True Woman.”
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Phelps begins her essay by describing the traditiwnman ideal as “an enormous dummny.”
She continues by listing the ways women can imptbee position:
when women are admitted to their rightful sharthenadministration of
government; when, from the ballot to the highestoeive honors and uses,
they shall be permitted fairly to represent, initlogvn characters, the interests
of their sex; when the state ceases to expendar dobre for the education of
its boys than of its girls ... when marriage and nedtiood no more complete
a woman’s mission to the world than marriage atloefdnood complete a
man’s®
Phelps concludes by describing the true woman‘sadasphinx,? a comparison that will be
discussed further in this chapter as the imagisesevident inThe Story of AvisAnother
important work is the 1871 nov&he Silent Partnenn which Phelps revisits factory
conditions and the labouring class; protagonistielP&elso (the silent partner of the mill)
and Sip Garth (factory worker of the mill) rejecamage proposals and instead choose to
focus on their careers. Despite Phelps’ extendieealy careerThe Story of Avigl877), in
which Phelps portrays the life of painter Avis Dbbpbis perhaps the most complex and
significant of her works.

Avis Dobell is an aspiring painter who loses heistic power after she marries Philip
Ostrander, because she is unable to balance temraaith her domestic responsibilities.
While Phelps poses the choice between occupatidmenriage in most of her noveldhe
Story of Avids the only one where the protagonist marriestifeumore, Phelps’ critique of

marriage is evident in this novel; Phelps focubesmajority of the novel on Avis’ life after

" Elizabeth Stuart Phelps, “The True WomaFtie IndependeriNew York] 12 Oct. 1871:1, rpt ifithe Story of
Avisby Elizabeth Stuart Phelps (New Jersey: Rutgersl9B5) 269.
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she marries, and directly addresses the detrimefiadts marriage can have on a woman’s
creativity and self-fulfilment.
At the time of its publication, critics praised Risand her novel. According iche

Woman'’s Journal
The Story of Avidy Elizabeth Stuart Phelps, is one of the mastar&able
books which has this season come to our tabldisrnstory Miss Phelps raises
the question more and more asked by women, whathaarage, in the case of
a woman is compatible with the pursuit of otheomsgy ruling tastes...The
story is told with great power, with artistic skiéind with unflagging interest.
The fine word-painting, the subtle analysis, thégsophical discussion, the
delineations of character, and the high meaning@book, will give the story
of Avis a permanent place in English literatdfte.

Similarly, theNew-York Tribun@&sserts, “This is much the longest story Miss p¥hkhs

ever written, and in plot, power, humour, and &tgrexcellence, it will doubtless be

unanimously pronounced her beSt. TheAtlantic Monthlyoffers a similar reflection:
[The Story of Avlanoves to strong admiration and almost equallyrsir
regret. That would be a dull and cold reader indekd should fail to be
impressed by the emotional intensity of the takemental refinement, the
truth of the subordinate characters, its frequeamdur, and the highly poetic
quality of its diction*?

The novel also received positive reviews in Engjawdording tor he Morning Post‘There

is a fascination in the whole story which is impbksto resist; and not only are the principal

characters admirably drawn, but the subordinate ane also very good, possessing a

19« jterary Notices,”The Woman'’s JourndBoston] 15 Dec. 1877: 400.
1 “New Publications,'New-York TribungNew York] 20 Oct. 1877: 6.
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quaintness and reality which invests them with imETable charm?*® Despite the approval

of many newspapers and periodicals, some revieitwsized the novel’s content. For
example, London'§unny Folksclaims the work is “un-original** and theNew York Times
asserts, “As a literary work—if any one should megain that light—the harm would be
undoubted, for nothing could be worse than to ahg people to suppose the style a safe
or good one...*® Despite these negative reviews, scholarship toeeggnises the
importance of Phelps and her contribution to pdktbefiction. According to Christine
Stansell,;The Story of Avisis concerned with the conflict between art andwamnliness....

and [is] a probing exploration of the possibilities survival for a woman who tries to
preserve her human wholene$$Nichael Startisky discusses how the novel refl@ttslps’
feelings on marriage, and asserts, “artist Avis &lodccepts [marriage] after her initial
refusal, though much to her ultimate regret ... Phelpserves that a married woman’s
profession is her husband and that the prospeeteated for a woman simultaneously
pursuing a career outside the home and marrigkatk H. Wilson focuses on the novel's
bildungsroman narrative, and points out how it techicles an emotional and ethical growth
that Avis experiences over the five years of herriage as she searches for her identity as a
woman.™® Ronna Coffey Privett takes a different approaat explores how the text “argues
against the nineteenth-century white, middle-ctatus quo in terms of what marriage

19 Deborah Barker also views the

means for an intelligent, ambitious, artistic yowngman.
novel in a different light and discusses the fenaatest alongside HawthorneThe Marble

Faun (1860); according to Barker, Phelps represents ‘aspect of [the riddle of the sphinx]
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by dramatizing the material, domestic and emotiapalditions under which a single woman
artist struggled?® Susan K. Harris’ analysis of the novel is alsmigant; she points out
that the novel addresses two main themes: “the lmadapsychological problem of effective
nondomestic work for women, and the sexual proldémale dominance, especially within
the marriage relatior’® By the end of the novel Phelps attributes Aviduf@ to the
oppressive nature of marriage and the consumingedtien(marital and motherly)
responsibilities. Yet, she also offers hope byihmthat the next generation of women (Avis’
daughter Wait) will have more opportunities to becessful in their aspirations. Phelps’
attitude towards marriage isn’t entirely negatinagher, she uses the story of Avis to display
the challenges women still faced in pursuing salfitment. Although Harris suggests that
“nondomestic work comes to be seen as the avengenaine self-reliance,” she ignores
self-fulfilment as also being a motivation for Avi§ In this chapter | will use the lens of
affective labour to denote and explore Avis’ aitisabour. | will also discuss how Avis’
marriage to Philip Ostrander hinders her artistisgoon; housework and motherhood
consume Avis, and she eventually abandons her art.

The Story of Avibegins with the epigraph “And all | saw was on sheny ground/
The flying shadow of an unseen bird.These lines (specifically the phrase “unseen bjrd”
in conjunction with the title of the novel, introckiAvis. The word “avis,” or “rara avis,” is
the Latin term for “a rare (species of) bird,” agithultaneously “a person of a type seldom
encountered; an exceptional person, a paragfdPtielps’ decision to name her protagonist
“Avis” is purposeful; it insinuates her uniquenesasd enables the reader to see the

relationship between the birds in the novel andsAVhe similes in the first few pages of the

% Deborah Barker, “The Riddle of the Sphinx: Elizéb8tuart PhelpsThe Story of Avjs Literature
Interpretation Theory®.1 (2008): 56.
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novel, “Avis went to it as straight as a bird tbglnthouse on a dark night. She would have
beaten herself against the color, like those vedskagainst the glowing glass....”(6-7),
further establish this connection. According tovett, avis is “a rare bird who is more at
home in the wild (in a freer, less rule-bound styithan under cultivation?® As such,
whenever images of birds appear within the nowely torrelate to Avis’ depiction as a

.25 Therefore, it can be

“fairly independent woman, self-sufficient and ungentiona
inferred that every flying bird depicted in the eballudes to Avis’ quest for independence,
while every wounded or dead bird alludes to hdufai
Phelps establishes Avis’ independence and suc¢essker as an artist from the very

outset of the novel. We learn that Avis has jusimead from studying in Europe for six
years, where she not only “adopted a ‘career’rintaut even “got into the newspapers” (8)
for her work and “peculiar style” (9). The firsiviechapters outline how Avis develops her
artistic talent, and the steps she takes to relaéiselream. The reader also learns that Avis’
father, Professor Hegel Dobell, has recently beelowed; as a result, her only maternal
relation is Aunt Chloe, who is unsuccessful inrigyto teach Avis all the traditional domestic
duties. As with Fern’s Ruth, Avis’ disdain for dostieity is evident in the opening pages of
the novel:

“Aunt Chloe says it's unladylike to hate,” said Avfif it is, then I'd rather

not be a lady. There are other people in the wibidd ladies. And | hate to

make my bed; and | hate, hate, to sew chemised,; lzatte, hatehate to go

cooking round the kitchen. It makes a crawling domynback to sew. But the

crawling comes from hating: the more | hate, theeri@rawl....” (27)
The repetition of “crawling” and “hate” further eslish Avis’ aversion to housework. The

phrase “the more | crawl,” the act of having to gilbglly move on hands and knees to

% privett 172.
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perform housework, is also important because igest$ an activity that in Avis’ (and
Phelps’ eyes) further degrades women. Avis is filghégainst the true woman ideal,
choosing instead the unconventional path of pugsainareer.

Although Avis’ aversion to domesticity is evideitte outset, the reader is initially
unaware of how different she is from the typicalmam figure of the time. This is clarified
when Avis reads Elizabeth Barret Browningsrora Leigh The inspiration Avis draws
from the text not only gives her the strength tarfdher own identity, but gives her the
courage to centre it in art. As Harris asserts|g3hasesAurora Leighand its message to
“signal Avis’ awakening to her own talentS.’Armed with the knowledge that she too could
achieve self-fulfilment, she declares her decismher father:

“I have decided this morning that | want to be @rsta | want to be
educated as an artist, and paint pictures all fay.li”
“Nonsense, nonsense!” repeated Professor Dobelaritt have you filling
your head with any of these womanish apings of a'sreffairs, like a
monkey playing tunes on a hand organ.” (33)
Despite her father’s disdain, Avis’ resolve is sgoWhile she understands an education is
necessary to expand her knowledge and exercisatigic skills, her father not only ignores
her pleas, but describes them as “womanish apihgsman’s affairs.” By defining her
aspirations as ridiculous, and comparing womendaokays, he is further asserting his
patriarchal power and ideas. As Barker points Dohell’s assertion is also “indicative of
nineteenth-century assumptions about women'’s evolarty inferiority to men.® He further
dismisses her aspirations when he states, “Makesgtithappy with your paint-box, if you
like. That was a very pretty little copy which ymade me of Sir William The likeness was

really preserved” (33). In response, Avis decldre® not want to make pretty little

2" Harris 202.
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copies.... | want to be thoroughly educated in &8%)( Despite his initial objection, Dobell
allows Avis to study art in Florence, believingttsae will return and seek marriage like all
the “other educated ladies” (34). Yet, it has beeatear that Avis’ intention is not to
become a mere imitator (as all the other ladias)ah artist, one who creates new work
through her own imaginative capacity.

Florence gives Avis the chance to cultivate h&artt, develop a “disciplined
imagination” (37), and produce pieces of art. Ndiyas her joy in her art apparent, but it is
here that Phelps presents art as a professiorthaheequires many hours of persistent work:

She stooped to her task with a stern, ungirlishgddgess.... The self-distrust

which had shrunk at the first rebuff of ardour iaas preservation now. She

abandoned herself to grating drudgeries involveaastering théechniqueof

art with a passion of which it were not discerningg to say that it added to the

fire of the artist something of feminine self-abaggn. (37)
The word “task,” and the phrases “mastering tharigpie” and “grating drudgeries,” all
denote hard, gruelling, labour. Avis spends hooitg1g and exercising her artistic skills.
Like the other labours of the arts discussed iniptes chapters (i.e. singing in Gaskell's
Mary Barton writing in the novels of Gissing, Sinclair, andrf, to name a few) Avis’
affective labour through painting is presented a&g for her to attain self-fulfilment. The
“passion” she feels as she completes works ofart fiact due to her mental, emotional, and
creative labours. This is apparent even more iridlh@wving passage:

“l am so glad to be at work!” she said,—"so grgyereatly glad!”

She said this to herself. It was necessary to saething. She did not
remember to have worked so excitedly before. Shiethto her task as the
violet thrilled to the sun. Never had she seemerbtweive or to construct,

with her imagination so recipient and docile to imspirations. Never had she

187



seemed before to be in such harmony with the tefigfowing and yearning

of Nature. (54)
Phelps uses the simile, “she thrilled to her tastha violet thrilled to the sun,” to once again
solidify the connection between Avis and nature @i\Awis achieves through painting is
being compared to the nourishment a flower recenaes light. Through this comparison
Phelps is asserting that art is necessary for Ausvival and growth. The terms “conceive”
and “construct” should also be noted, in that theth support the idea that Avis is creating
her own works of art rather than copying; throuffeaive labour, and by utilizing her
“imagination,” she produces these pieces. The phidacile to her inspirations” is also
revealing in that it suggests Avis is willingly sulssive to her creative genius. Although her
“creative moods were always those of tense vis(88), leaving her physically exhausted by
the end of the day, she is motivated to attainfsdfifment.

Unfortunately, as with Phelps’ other protagonistgs is obstructed from continuing
her career when she has to make a choice betweendwife and being an artist. Barker
asserts, “Phelps demonstrates that the potentigledido society lies not in the contribution
of women'’s original production; rather, it is thell® gaze that threatens to undermine
women'’s potential contribution by transforming wanfeom subjects into object$*From
the moment Philip Ostrander confesses his lovepamploses marriage, Avis struggles to
defend her independence and maintain her profedsitially, Avis explains to Ostrander
why she cannot accept his marriage proposal: “8sg&e-for a woman—means absolute
surrender, in whatever direction. Whether she pargticture, or loves a man, there is no
division of labour possible in her economy’” (69Yhen it appears that he doesn’t understand
her reasoning, she concludes with a simple dedardtMarriage,” said Avis, not

assertantly, but only sadly, as if she were bubtgazing some dreary, universal truth, like

2 Barker 41.
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that of sin, or misery, or death, ‘is a professima woman. And | have my work; | have my
work!” (71). In the first passage, an allusionAdam Smith®* and in part to Karl Mar% is
evident in the phrase “division of labour.” Simplyder capitalism, a division of labour is
necessary for increased production. By using thiage, Phelps is demonstrating that women
are unable to divide attention between family aacker; it is inevitable that one area of a
woman’s life will suffer if they attempt to do botA further comparison is drawn when Avis
deems marriage “a profession;” even though the ddmeesponsibilities that come with
wifehood and motherhood are unpaid, they are labwensive and consuming. Knowing
the complications marriage will bring, Avis thusoéves to “never yield, like other women”
(67), and remain single. Yet, when Ostrander ratinom the Civil War wounded, Avis
succumbs to his advances, eager to believe thatashke both wife and artist.

In Phelps’ previous workl he Gates Ajarthe Civil War had been central to the plot.
Similarly, inThe Story of Avighe war marks the beginning of Avis’ struggles. éwling to
Karen Tracey,

The Civil War, recast into the novAlis represents the violent male world in
which Avis must be a woman and an artist, but iss aperates as a double
metaphor in her personal life, representing bothbidittle between Avis and
Philip Ostrander and Avis’ internal conflict whetnugygling against her
attraction to hin'
Avis has “two natures” (107) in her that distinatlgpose each other: one that represents the
sacrifices she will have to make in order to sutimthe true woman ideal, and the other, the
success she will achieve through her art. In audio this “internal conflict,” there is a

larger sense of the war emulated through a bdttleeasexes. This is more than evident in

%0 see Adam SmithAn Inquiry into the Nature and Causes of the WealtNations(London: Methuen, 1950).
31 See Karl MarxCapital: An Abridged Editioned. David McLellan (Oxford: Oxford UP, 2008).

32 Karen TraceyPlots and Proposals: American Women'’s Fiction, 188@Urbana: University of lllinois
Press, 2000) 153-4.
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the language Phelps uses to demonstrate the interbetween Avis and Ostrander. Words
such as “yield” (67) and “surrender” (69) pervalde text. Moreover, Phelps repeats the idea
that Ostrander sees marriage as winning, and emamdting, Avis. Initially Ostrander

views Avis as a woman who is not “too easily won2); after their engagement, he again
views her as “not yet won” (120); and finally, whigrey marry, it is said that “she might
withdraw herself as she would, or grieve over hezed, lost liberty as she must; she was his”
(113). Again the idea of women serving as commeslis addressed. Phelps illustrates this
further when Avis tears off her “betrothal ring”2@); Avis may have agreed to the marriage
out of pity, but her apprehension is indicated by deluctance in wearing the ring, the
symbol of her confinement.

While the engagement marks Avis’ defeat of theldatf the sexes, she is still
determined to resolve her inner struggle by attemgpb balance her art with her domestic
responsibilities. Phelps demonstrates how the ddmahdomesticity can overwhelm any
woman through the narrator:

Women understand—only women altogether—what a gnedi-o-the-wisp
is this old, common, | had almost said commonplagperience, “When the
fall sewing is done,” “When the baby can walk,” “®@fhthe house-cleaning is
over,” “When the company has gone,” “When we hasetigrough with the
whooping-cough,” “When | am a little stronger,” thewill write the poem, or
learn the language, or study the great charitynaster the symphony; then |
will act, dare, dream, become. Merciful is the fiuat hides from any soul the
prophecy of its still-born aspirations. (149)
The distinction between “common” and commonplasgiurposeful; by using
“‘commonplace” to describe this tendency, a negatorenotation is apparent. Phelps also

uses anaphora, “when... then..., or...” to highlightdinedgery of the dull and uninteresting
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nature of these duties. Although the verbs “addre,” “dream,” “become,” coincide with
Avis’ will to pursue her career, she realizes thaty are “still-born aspirations;” she now has
too many responsibilities, and her goals are imptesso reach. The passage is also striking
in that it distinguishes the two very different #of affective labour: the labour of a wife
and mother, and that of an artist seeking selihnént. Avis may hope to do both, but it is
clear that her affective labour of the arts metahoses into one of housework and maternal
care.

After three years of marriage, Avis’ failure in mtining her career is apparent. With
the birth of her children, the loss of her husbandb and the endless household
responsibilities, she is unable to produce any marque and inspirational pieces. This is
established by the conversation Avis has with lheteacher, Frederick Maynard:

“You are to make no more portraits, you undedtasaid Frederick
Maynard, stumbling over Van, and narrowly escapitting on the baby as he
went out. “You’'ll never be a portrait-painter. Yowst create: you cannot
copy. That is what we lack in this country. We haeamagination. The
sphinx is a creation. | told Groupil so when | tabkn. He bowed politely.
And now he comes asking for a photograph! Youww—Ilife is before you
now...."

“Life is behind me too,” she said gently. “It wasfbre my marriage that |
painted the sphinx. Don’t be too much disappoitmeaie, if there are never
any more pictures. Oh, | shall try! But | do noplke—do not think. We all
have our lives to bear....” (205-6)

There are two important points made in these passdigstly, the idea that Avis’
imagination is crucial to her creations (againemiting that her art is possible through her

affective labour), and secondly, that she has predwnly one great painting, that of the
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sphinx. According ta he Oxford English Dictionargnd Greek Mythology, the sphinx was
“a hybrid monster, usually described as havinghised of a woman and the (winged) body
of a lion, which infested Thebes until the riddi@iopounded was solved by Oedipds.”
However, the term can also refer to “a thing orjeciof a mysterious or inscrutable
nature.® However, for Phelps, and Avis, the riddle of tpaisx is how to be both a woman
(wife and mother) and an artist. According to AfihéBoyd, “the Sphinx represents the
dilemma of the woman artist, ‘[t]he riddle of agé®3): how to discover the source of
ancient, mysterious, divine inspiration, or romamfénius, when one is also a woman.”
Showalter offers a similar deduction and assedsftir Phelps, the sphinx is “a mute
monster [who] stands for the enigmatic nature effémale genius®® As Tracey points out,
“by producing the painting of the sphinx, Avis ligihg to reconcile her warring natures by
giving the sphinx a voice® yet, by having to complete the painting out of retamny

necessity, rather than creative inspiration, thammeg of the sphinx is ultimately altered. The
final version of the painting depicts an “Arab chliboking at the sphinx with his finger on

his lips, swearing her to silence....” (205); by Hgsinishing the painting to pay their debts,
Avis “struck the great sphinx dumb” (205). LindafHugues, “the Arab child then is an
emblem of children everywhere—of both toddlers ariddrs—who prevent women from
realizing their potential® Similarly, the mute sphinx represents what happergomen
when they marry: they lose their selfhood, thelf-egpression and personal voice.

Despite having sold her painting, and having adtdeyreat success with it, Avis no

longer has the energy and inspiration to devoteetaart: “She was stunned to find how her

¥ The Oxford English Dictionan2™ ed. 1991.

* The Oxford English Dictionan2™ ed. 1991.

% Anne E. BoydWriting for Immortality: Women and the Emergencéiiggh Literary Culture in America
(Baltimore: Johns Hopkins UP, 2004) 101.

% Showalter 205.

¥ Tracey 159.

3 Linda Huf, A Portrait of the Artist as a Young Woman: The @frits Heroine in American Literatu®ew
York: F. Ungar Publications, 1983) 47.
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aspirations had emaciated during her married Hfiusehold care had fed upon it like a
disease” (206). When her family life continues igirdegrate (her son and husband die and
her money troubles continue), she decides to tegdhstead, acknowledging that her
inspiration for art has gone. This is made evidemen Avis tells her father:
“It is of no use,” said Avis wearily, “my picture®me back upon my hands.
Nobody wants them—now. They tell that my styleasig. Groupil says |
work as if I had a rheumatic hand—as if my fingeese stiff. It is true my
hand has been a little clumsy since Van—but st#n@ins deeper than
fingers, father. Never mind; don’t mind. We've givié up—Wait and |;
haven't we, Wait?” (244)
Avis no longer has the tenacity, motivation andatixe genius to paint; she accepts her
failure and instead focuses her attention on hegla@r, Waitstill. As | have shown in the
previous chapter, Alcott’'s Christie is able to mttself-fulfilment through orating due to her
husband’s passing. Although one might expect Avisd able to do the same with her art
when she becomes a widow, Phelps prevents thistieppening because, as Boyd points
out, “a happy ending would undercut the seriouspésgr warning to her female readets.”
Instead, Phelps reveals that Ostrander, and imbamniage, has “eaten out the core of [Avis’]
life, left her a riddled, withered thing, spent aedt, wasted by the autocracy of a love as
imperious as her own nature, and as deathless asvinesoul” (244).

Despite the demise of Avis’ selfhood, Phelps ddés some hope for the women of
the future. At the close of the novel, Phelps, urtlde narrator’s guise, argues what steps
need to be taken for a woman to attain self-fuléii

We have been told that it takes three generatmnsake a gentleman: we

may believe that it will take as much, or moremtake A WOMAN. A being

% Boyd 104.
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of radiant physique; the heiress of ancestral healtthe maternal side; a
creature forever more of nerve than of muscle,thacefore trained to the
energy of the muscle and the repose of the nehyssigally educated by
mothers of her own fibre and by physicians of hen @ex,—such a woman
alone is fitted to acquire the drilled brain, ttaneced imagination, and
sustained aim, which constitute intellectual comchdB46)
As Privett argueslThe Story of Avigs a novel “which artistically pleas for womenights to
self-fulfilment and self-support through educatird career® The novel also demonstrates
that women do have the potential to attain successistic endeavours through affective
labour. Although Phelps doesn’t provide Avis witte ttontinuation of her career, it is
implied that Avis will prepare Wait with the toalkecessary to attain her own selfhood in the
future.

The didactic novel of the 1870s distanced itgelfif domestic ideology and
simultaneously portrayed women as challenging mgeriand instead seeking professional
opportunities. According to Harris, “by the mid-187 the passive, self-abnegating female of
early didactic novels [Harris uses Susannah Rovggoharlotte Templ¢1791) and
Catherine Sedgwick’d New-England Talé1822) as examples] had been transformed into
an active, self-possessed, and politically conscieoman.*! During the 1880s and 1890s,
when the New Woman began to emerge, novels onde aljered in form and subject
matter. As Carroll Smith-Rosenberg asserts, “the Méoman, rejecting conventional female
roles and asserting their right to a career, taldip voice, to visible power, laid claim to the
rights and privileges customarily accorded to beoig men.*? As with British literature,

New Woman writers criticised True Woman ideology &ven displayed their radical

0 Privett 181.

*! Harris 201.

“2 Carroll Smith-Rosenber@isorderly Conduct: Visions of Gender in VictoriAmerica(New York: Oxford
UP, 1985) 176.
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attitudes towards sexuality in their novels; wiSl@rah Grand, Mona Caird, and George
Egerton, to name a few, were leaders of New Wonadioff in Britain, Sarah Orne Jewett,
Constance Fenimore Woolson, and Willa Cather doteéhAmerican fiction. In the next,
and final chapter on nineteenth-century fictiowjll discuss one such work that explores

themes of New Woman fiction.

195



Chapter Eight: Kate Chopin’s The Awakening

Among late nineteenth-century women writers, Kabt@@n has acquired immense
popularity, primarily because her wofke Awakening1899) was rediscovered and
reappraised in the late 1950s. Since then, Chopiai& has been the focus of many literary
critics. Kenneth Eble, Daniel S. Rankin, Per Seagerand Emily Toth are among the first
who published scholarship on her life and wdrkdthoughThe Awakenindas since been
acknowledged as worthy of inclusion in the literaanon, and despite it being a novella and
not a novel, it is included in my dissertation hexait remains one of the most influential
works of the late nineteenth century. Rather tlesanexv the plethora of biographical
information, and revisit Chopin’s many publicatiqssories, poetry, novels), this chapter will
closely look afThe Awakeninghrough the lens of affective labour. My analysili argue
that Edna Pontellier’s affective labour, througimgiag especially, is directed towards self-
fulfilment, and financial, and as social indepergerher suicide then represents her final act
towards achieving freedom, after she realises ahenever truly be autonomous.

Written at the time when New Woman fiction was papin both America and
Britain, The Awakeningertainly appears to be influenced by some ofdbas that the
movement voiced. And yet, it has also been linkethé works of “Local Colour,” or
regional writers, in the way that Chopin focusestNew Orleans region and its customs.
Set in New Orleans, and the Grand I3lee Awakeningells the story of Edna Pontellier's
awakening; realizing that her husband and childaério fulfil her emotionally as well as
sexually, she sets off to achieve financial andad@edependence through self-fulfilment.

Like many New Woman fiction protagoniét&dna immerses herself in the arts; she not only

! See Keneth Eble, “A Forgotten Novel: Kate Chopifte Awakening Western Humanities Reviel@

(1956): 261-9. Daniel S. Rankidate Chopin and Her Creole StoriéBhiladelphia: University of Pennsylvania
Press, 1932). Per Seyerstdte Chopin: A Critical BiographyBaton Rouge: Louisiana State UP, 1969);
Emily Toth,Kate Chopin(New York: William Morrow, 1990).

2 For a more thorough account of New Woman fictievisit chapter four.
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thoroughly enjoys music and the way it moves heotenally, but she begins painting as a
way to express herself freely.
The Awakeningncited many negative reviews at the time of iblgcation; many
attacked the subject matter, the adulterous praiag@nd Chopin herself for writing such a
risqué novel. According to tieunday Journal‘Miss Kate Chopin is another clever woman,
but she has put her cleverness to a very bad usating The AwakeningThe purport of the
story can hardly be described in language fit falization.” Similarly, the New Orleans
Times-Democraasserts, “Certainly there is throughout the storyndercurrent of sympathy
for Edna, and nowhere a single note of censureofdially unjustifiable conduct'Others
take a more drastic approach; the reviewer ofthglic Opinionproclaims, “If the author
had secured our sympathy for this unpleasant persavuld not have been a small victory,
but we are well satisfied when Mrs. Pontellier detately swims out to her death in the
waters of the gulf®Finally, according t@he Sun
Kate Chopin ... has, we regret to see, taken hessélbusly, and made a
study of a woman'’s yielding without any excuse a$gion to the impulse of
her physical senses. Like other women who rushfialds that had better be
left untrodden, the author tells some things maaenfy that she probably
imagines, which adds to the unpleasantness ofra ipulsive enough in
itself.”

Despite the overwhelmingly unfavourable reviewsnegeriodicals commended the novella.

For example, thélew York Timeasserts, “The author has a clever way of managing

difficult subject, and wisely tempers the emotioal@ments found in the situation. Such is

the cleverness in the handling of the story that fge| pity for the most unfortunate of her

3 “Books of the Week,'Sunday JournglProvidence] 4 Jun. 1899: 15.
* “New Publications, Times-DemocrafNew Orleans] Jun. 1899: 15.
® “Book Reviews,”Public Opinion22 Jun. 1899: 794.
®“New Books,”The SurfNew York] 20 May 1899: 7.
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sex.” Although critics objected to the novella at thaeiof its publication, Chopin’s

contribution has since been appreciated, Bme Awakenings even considered a
masterpiece. Today scholarship continues to ofamymnterpretations of the novella and
Edna’s sexual awakenifigSome see her suicide as a culmination of her ssigne towards
childhood? while most comment on the ambiguous ending. Adogrth Mary E. Papke,
Edna’s suicide is a way to finally attain freeddBdna transcends despair, if only by
embracing death'® Susan K. Harris offers a similar view and asséBdna ... not
understanding how to manifest herself outside efsxually delineated sphere, escapes a
future that she sees as only further enslaving Hedther critics focus on Edna’s efforts to
attain self-fulfilment. For Dorothy H. Jacobs, thest important theme dthe Awakenings

in fact “painful self-recognition** and Anne Goodwyn Jones maintains that Edna
Pontellier's “real commitment is to self-discoveéry.Although critics have offered many
insightful evaluations of the novella, | will prop® a different analysis by looking at the work
through the lens of affective labour. Edna commit€ide for two reasons: firstly, because
her affective labour fails to bring her self-fuffient as well as autonomy, and secondly,
because she realizes she will never fully embodywo distinct womanly positions society

places before her, neither the artist, nor the eretlife.

7100 Books for Summer Reading: A Select and ClieskList Drawn from the Books of the Past Twelve
Months,”New York TimefNew York] 24 Jun. 1899: 408.

8 For a comprehensive summary of scholarshifitee Awakeningook at Sue Asbee’s essayEhe Awakening
Identities” and The AwakeningContexts,” in Dennis Walder, efhe Nineteenth-Century Noyglondon:
Routledge 2001).

° See for example, James H. Justus, “The UnawakefiEgna Pontellier, TheSouthern Literary Journal
(1978): 107-22, and Cynthia Griffin Wolff, “Thanatand Eros: Kate ChopinEhe Awakening American
Quarterly25.4 (1973): 449-71.

®Mary E. PapkeYerging on the Abyss: The Social Fiction of Kateglh and Edith Wharto@New York:
Greenwood, 1990) 87.

1 sysan K. Harris19th-century American Women's Novels: Interpre¢aSirategie$Cambridge: Cambridge
UP, 1990) 206.
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At the outset, Chopin introduces the protagonidteamce Pontellier’'s possession,
“his wife, Mrs. Pontellier.** This idea that Edna represents a commaodity is reapkcit
when she and Robert Lebrun walk up from the besichPontellier scolds his wife and
scrutinizes her physical appearance: “You are boeyond recognition,” he added, looking
at his wife as one looks at a valuable piece cdqaal property which has suffered some
damage” (3). In accordance with Irigaray’s theomwmmen’s position in the marriage
market, Edna functions as an “objett@ne that Mr. Pontellier has acquired and now owns:;
her sustained value has temporarily lowered duetsunburnt complexion, and thus, his
reaction is justified. Her function as a commodityo defines her as submissive; Edna then
“silently reach[es] out to him” (3) for her ringadreplaces them on her fingers, without a
word of resistance.

The opening lines also set the tone for the novallzaged parrot singéllez vous-
en Allez vous-ehSapristl” while a caged mocking-bird “whistil[es] his fiyinotes ... with
maddening persistence” (1). According to Sandra&si] “these birds together prefigure both
Edna’s restlessness and her irony, her awakingedfsifreedom and her sardonic sense that
freedom may ultimately be meaningless.'®.n fact, the rings, the caged birds, the portrayal
of Edna as a commodity, and her inability to fulfdr role as a doting mother, all foreshadow
an ominous ending. Thus, the plot and the conflithe story are established within the first
few pages: Edna feels trapped in her role of wife mother, and will spend the rest of her
life transgressing social boundaries and convestitiattain freedom and self-fulfilment.

In a subsequent scene, Chopin makes the readee aihadna'’s discontent: “An

indescribable oppression, which seemed to generatame unfamiliar part of her

14 Kate ChopinThe Awakening and Selected Short Figtieth. Rachel Adams (New York: Barnes & Noble
Inc., 2003). All future references are to this ieditand will be cited parenthetically in the text.

15 Luce Irigaray,This Sex which is Not Orfidew York: Cornell UP, 1985) 189.

16 sandra Gilbert, “The Second Coming of Aphroditaté&Chopin’s Fantasy of Desird;he Kenyon Review
5.3 (1983): 48.
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consciousness, filled her whole being with a vagoguish. It was like a shadow, like a mist
passing across her soul's summer day. It was stramg) unfamiliar; it was a mood” (8).

The language in this passage, “indescribable,” ieg‘mist,” and “unfamiliar,” supports
the idea of the unknown. The similes, “like a shadiike a mist passing across her soul’s
summer day,” enhance Edna’s suffering; the hazé&shadow” that is passing across, is
likened to the “oppression” overcoming her south&ugh Edna doesn’t recognize what is
causing her sadness just yet, there is an overal of melancholy and dissatisfaction in her
position. As she begins to undergo an awakeniggdbmes clear that her inability to attain
self-fulfilment is responsible for her despondency.

In the previous chapters, domestic labour, nametysbwork and childrearing, has
been considered when discussing women’s affeciivedrs. The affective labours of
Alcott’s Christie Devon, as well as, those of Gdlsk&uth Hilton and Mary Barton, to name
a few, include caring for family members and talpagt in household management and
chores. Although in many of the works examinedgieagonists take part in some kind of
domestic affective labour, Edna does not; she te@tmaternal and household
responsibilities in order to engage in the labduhe arts. Early on Mr. Pontellier complains
that Edna “fail[s] in her duty towards her childt€B), mismanages the staff of the house,
and most importantly, does not resemble the otloenen in Grand Isle:

In short, Mrs. Pontellier was not a mother-womalme Thother-women
seemed to prevail that summer at Grand Isle. lte@sy to know them,
fluttering about with extended, protecting wingsemtany harm, real or
imaginary, threatened their precious brood. Theseweomen who idolized
their children, worshiped their husbands, and estekit a holy privilege to

efface themselves as individuals and grow wingsiasstering angels. (10)
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In this passage, Chopin portrays these women asa@yirty the angel in the house, the
feminine ideal advising women to be obedient wiared nurturing mothers. By doing so,
Chopin again conveys women'’s total oppression. ednore, the images of birds are present
through the terms “fluttering,” “wings,” and “brogdalthough these women aren’t caged
literally, they are compelled to give up their “imduality” or freedom, under the will of
God, and act as angels. According to Garnet AyatsBvich, “Chopin needed Edna to
show the frustrations of married Victorian womeimose lives were dictated by the Church
and whose societal roles were determined by Sceiptd Edna’s rejection of the motherly
role is her first step in rebelling against constsa
Chopin also sets up a comparison between the twoditerent types of women. She
creates Adele Ratignolle as “the embodiment ofyewermanly grace and charm” (10), and
juxtaposes this ideal with the figure of Mademdes&eisz, the pianist who leads a solitary
life and rejects all societal conventions. Althouggina prefers painting to domestic duties,
she still believes in love and sexuality, makindifficult to distinguish which woman she
identifies with more fullyThe Awakeninghen, is a novella that also illustrates the qoést
woman to find where she belongs; her suicide aetiteis a result of Edna’s failure to
achieve self-fulfilment through her affective lalbpand her inability to find a space to
occupy. | will first examine Edna’s affective labvdhrough painting, and then address the
types of women Chopin represents through AdeleNdademoiselle Reisz.
Edna’s affective labour is first brought to ligittthe Grand Isle when she begins to

sketch Adele’s portrait:

Mrs. Pontellier had brought her sketching materialsich she sometimes

dabbled with in an unprofessional way. She likezldabbling. She felt in it

satisfaction of a kind which no other employmerofed her.

" Garnet Ayers Batinovich, “Storming the Cathedfale Antireligious Subtext in Kate Chopin’s Work&ate
Chopin in the Twenty-First Century: New Criticaldays ed. Heather Ostman (Newcastle upon Tyne:
Cambridge Scholars Publishing, 2008) 84.
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She had long wished to try herself on Madame RalignNever had that
lady seemed a more tempting subject than at thateang seated there like
some sensuous Madonna, with the gleam of the fatiggenriching her
splendid color.

Robert crossed over and seated himself upon tpebstew Mrs.

Pontellier, that he might watch her work. She haddier brushes with a
certain ease and freedom which came, not from &mbclose acquaintance
with them, but from a natural aptitude....

The picture completed bore no resemblance to Mad@atignolle. She
was greatly disappointed to find that it did naikdike her. But it was a fair
enough piece of work, and in many respects satigfyi

Mrs. Pontellier evidently did not think so. Aftarrseying the sketch
critically she drew a broad smudge of paint acisssurface, and crumpled
the paper between her hands. (15)

Although Edna initially paints casually, the futfient and pleasure she feels when doing so
drive her to consider her hobby in a more serioaamar. In addition, painting is depicted as
being a kind of labour through the terms “employthand “work.” As previously stated,
affective labour includes labours of the arts, liseaemotional, intellectual and creative
labour is involved. Edna may not be pleased withgainting she has created in this instance,
but it becomes clear that as she cultivates hestiartalent, her art evolves as well. Scholars
such as Deborah E. Barker and Elaine Showaltertabs¢ Edna’s painting of Adele begins
her awakening. Yet, it is not because Adele “bélgtmitiates Edna into the world of female

118

love,”™® nor because she conceives “Adele as a MadariRather, Edna’s soul awakens as

18 Elaine Showalter, “Tradition and Female Talente Bwakening as a Solitary BogkNew Essays on The
Awakeninged. Wendy Martin (Cambridge: Cambridge UP, 1988)
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she utilizes her “natural aptitude” and artistidisko express her own thoughts and desires.
Her affective labour enables her to “realize hesifpan in the universe as a human being, and
to recognize her relations as an individual tovtleeld within and about her” (17). From this
point forward Edna no longer defines herself asRémtellier's wife, nor as the mother of
their children, but as her own entity, separatenfroarriage and societal conventions. As
Cynthia Griffin Wolff asserts, Edna’s painting “liges in an effective way her habit of
transforming the act of observing the external @amnto an act of incorporation: to some
extent the artist must use the world in this wagprporating it and transforming it in the act
of artistic creation ?Affective labour through art gives Edna the poveeexpress herself,
produce the world as she sees it, and most imgbyrtachieve self-fulfilment.
Upon her return to New Orleans, Edna tries toiooether affective labour, even
seeking support and encouragement from her friends:
“Perhaps | shall be able to paint your picture saolag” said Edna with a
smile when they were seated. She produced thefreketches and started to
unfold them. “I believe | ought to work again. Efes if | wanted to be doing
something. What do you think of them? Do you thinkorth while to take it
up again and study some more? | might study fohidewith Laidpore.”
She knew that Madame Ratignolle's opinion in suotatter would be
next to valueless, that she herself had not alece&ldd, but determined; but
she sought the words of praise and encouragemanwtiuld help her to put
heart into her venture.
“Your talent is immense, dear!”

“Nonsense!” protested Edna, well pleased.

20\Wolff 465.
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“Immense, | tell you," persisted Madame Ratigndlgiveying the
sketches one by one, at close range, then holdarg &t arm's length,
narrowing her eyes, and dropping her head on @& Ssurely, this Bavarian
peasant is worthy of framing; and this basket gfiesl never have | seen
anything more lifelike. One might almost be tempiedeach out a hand and
take one.”
Edna could not control a feeling which borderedrupomplacency at her
friend's praise, even realizing, as she did, uts worth. (74)
Although Adele is not an expert in art, nor does Bave the knowledge necessary to
evaluate it, Edna still turns to her for praisecéwling to Doris Davis, “to a certain extent
[Edna] considers a positive assessment of heripgias a reflection of her self-worth*”
Moreover, her art also symbolizes her potentiakfmial and economic independence. This
is evident in the language of the passages. Teaugisas “work,” “worth,” “valueless,”
“venture,” and “worthy” all suggest that Edna’s ar&y be seen as a profession, one that will
give her financial independence.
Edna resolves to succeed in her endeavour, eveméans disregarding her domestic

and motherly responsibilities, and instead focusindner art more:

She began to do as she liked and to feel as st [#he completely

abandoned her Tuesdays at home, and did not réteiwisits of those who

had called upon her. She made no ineffectual sftorconduct her household

en bonne menagere, going and coming as it suitefdihey, and, so far as she

was able, lending herself to any passing caprice.

Mr. Pontellier had been a rather courteous husbaridng as he met a

certain tacit submissiveness in his wife. But h@wmand unexpected line of

2 Doris Davis, The AwakeningThe Economics of TensionKate Chopin Reconsidered: Beyond the Bayou
eds. Lynda S. Boren and Sara DeSaussure DavisnBatoge: Louisiana State UP, 1992) 149.
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conduct completely bewildered him. It shocked hliinen her absolute
disregard for her duties as a wife angered him. M\Me Pontellier became
rude, Edna grew insolent. She had resolved newak&oanother step
backward.

“It seems to me the utmost folly for a woman athlead of a household,
and the mother of children, to spend in an atelesrs which would be better
employed contriving for the comfort of her family.”

“I feel like painting,” answered Edna. “Perhap$ias't always feel like it.”

“Then in God's name paint! but don't let the fangityto the devil. There's
Madame Ratignolle; because she keeps up her nsh&icoesn't let
everything else go to chaos. And she's more of sigiaun than you are a
painter.”

“She isn't a musician, and I'm not a painter.rttien account of painting
that | let things go.” (76)

Edna is aware that her roles of wife and mothekaeping her from achieving self-
fulfilment and most importantly sexual, social awbnomic freedom. She is determined to
paint and so openly rejects social expectations rabels against the social codes that deem
her Mr. Pontellier's possession.

Once again, a comparison between Edna and Adbking made; Mr. Pontellier
expects Edna to embody the same ideals as Ada&les\eam to practice art as she does. As
Elaine Showalter asserts, “women’s art, as Adedsqnts it, is social, pleasant, and
undemanding. It does not conflict with her dutissaawife and mother, and can even be seen
to enhance thent? Although Edna understands that by conventionaldsteds a woman'’s

sole objective is to provide for her husband anttidn, she wants to go further with her art,

22 Showalter 45.
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and cultivate her own personal desires. This nee¢hat leads her to identify more with
Mademoiselle Reisz, than Adele.

Chopin introduces Reisz as a “disagreeable ittdenan, no longer young, who had
guarreled with almost every one, owing to a temp@ch was self-assertive and a
disposition to trample upon the rights of othe@&3)( Although Chopin’s description is not
sympathetic towards Reisz’s character, it is throlgr that she portrays an independent
woman, one that Edna hopes to emulate. In the Gedmavhen Edna has the pleasure of
listening to Reisz play a Chopin prelude, Ednaoadp:

The very first chords which Mademoiselle Reisz&trupon the piano sent a
keen tremor down Mrs. Pontellier's spinal columnvds not the first time she
had heard an artist at the piano. Perhaps it veaBrdt time she was ready,
perhaps the first time her being was temperedki® aa impress of the abiding
truth.

She waited for the material pictures which she g¢iduvould gather and
blaze before her imagination. She waited in vaive Saw no pictures of
solitude, of hope, of longing, or of despair. But very passions themselves
were aroused within her soul, swaying it, lashings the waves daily beat
upon her splendid body. She trembled, she was ogpkind the tears blinded
her. (34-5)

No longer “evoking pictures in her mind” (34) agestoes when Adele plays, Edna can feel
the music stimulating her soul. Here Chopin peffsai‘passions” by saying they lash and
sway Edna’s being. The personification, and thelsioomparing the “passions” she feels to
the sea’s “waves,” make the images extremely viard| allow the reader to imagine the
form of the wave taking over Edna’s soul. Althougdina’s awakening has allowed her to be

more open to various experiences, it is Reisz’siarithat really affects her soul. Unlike
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Adele who plays music solely to entertain, Reiszsunusic to express herself, cultivate her
talent, and most importantly, to support hersefisTdistinction is purposeful. Chopin uses
the two different womanly figures to portray twayeifferent kinds of women who existed
at the turn of the century; Adele embodies thelidaf@ and mother, and Mademoiselle
Reisz embodies an exaggerated, desexualized verlsiba New Woman. As Edna distances
herself from Adele, she is attracted more and nwReisz’s lifestyle. Yet, according to Ivy
Schweitzer, “in her pursuit of selfhood which ig defined by the self-censorship and non-
development of the ‘mother-woman,” Edna is bothwarédo Mademoiselle Reisz and
repulsed by her ...%% Although Reisz’s autonomy appeals to Edna, henaléty and love for
Robert (which I will discuss only briefly in thidhapter) make it difficult for her to decide
which space to occupy. Her indecision and failoradhieve independence through affective
labour ultimately compel her to commit suicide.

Edna continues to paint feverishly, yet, she isapply with her creations: “She was
working with great energy and interest, withoutaugplishing anything, however, which
satisfied her even in the smallest degree” (77gd\eg guidance and support for her
endeavour, she turns to Reisz:

[Reisz] “But you have told me nothing of yourséihat are you doing?”

“Painting!" laughed Edna. "I am becoming an arfl$tink of it!”

“Ah! an artist! You have pretensions, Madame.”

“Why pretensions? Do you think | could not becomeagtist?”

“I do not know you well enough to say. | do not kngour talent or your
temperament. To be an artist includes much; oné passess many gifts—
absolute gifts—which have not been acquired bysomeh effort. And,

moreover, to succeed, the artist must possesstlrageous soul.”

2 lvy Schweitzer, “Maternal Discourse and the RoneaoitSelf-Possession in Kate Chopifilse Awakening
boundary 217.1 (1990): 170.
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“What do you mean by the courageous soul?”

“Courageous, ma foi! The brave soul. The soul tlames and defies.” (85)
It is here that Edna outwardly expresses her desii@low art as a serious career. According
to Papke, “Edna discovers through [MademoisellsBehe two paths from which she must
choose: one is to surrender herself to romance Ratiert and by that act to move away from
self-fulfilment; the other is to rebel completelgllowing Reisz’s example, to give up body
and soul to the new life** Reisz tells Edna that she must possess the “ceouagsoul ...
that dares and defies” if she truly wants to becamartist; she is suggesting that Edna must
have the drive and bravery to reject everything tharriage, her children, societal
expectations) to attain a successful career ammhaaty. Moreover, Edna will have to
cultivate her innate artistic and creative geniusugh affective labour to produce strong
works of art.

Determined to succeed in her endeavour, Ednavesstb relinquish all ties from her
husband’s power by leaving her house, and rentiitittla four-room house around the
corner” (106). In addition to wanting financial ggkendence from her husband, she also
wants freedom from any motherly obligations; thine kaves her children with her in-laws.
She shares her plans with Reisz:

“The house, the money that provides for it, aremite. Isn't that enough
reason?”

“They are your husband's,” returned Mademoiseli#) & shrug and a
malicious elevation of the eyebrows.

“Oh! | see there is no deceiving you. Then let eikeyou: It is a caprice. |
have a little money of my own from my mother's estavhich my father

sends me by driblets. | won a large sum this wiatethe races, and | am

% papke 81.
208



beginning to sell my sketches. Laidpore is morerande pleased with my
work; he says it grows in force and individualitgannot judge of that
myself, but | feel that | have gained in ease anfidence. However, as |
said, | have sold a good many through Laidporanllese in the tiny house
for little or nothing, with one servant. Old Celest who works occasionally
for me, says she will come stay with me and do raykwl know | shall like
it, like the feeling of freedom and independen¢&07)
Edna hopes to achieve financial independence Ijugiog and selling her paintings. Yet, it
is doubtful that her paintings will ever be ableptoduce enough capital for her to live on
(and her gambling winnings are only a temporargime). Moreover, even if she does attain
a successful career and economic independenceiilslséll be imprisoned by her marriage
to Mr. Pontellier.

Edna’s marriage poses a financial problem, but @sticts her sexuality. Although
Edna’s infatuation with Robert hasn’'t been examjriieid important to consider his role in
her awakening. Edna’s flirtations with Robert ie Brand Isle, and her subsequent, albeit
brief, affair with Alcee Arobin, have no consequesbecause she still is bound to Mr.
Pontellier by marriage. However, if she were taiath divorce and subsequently marry
Robert, she will not only be ostracized by socibétyt, will again become a man’s possession.
Thus, when Robert suggests she divorces Mr. Partet) that they can be together legally,
Edna responds by asserting her independence:

“You have been a very, very foolish boy, wastingilybme dreaming of
impossible things when you speak of Mr. PonteBietting me free! I am no
longer one of Mr. Pontellier's possessions to dispaf or not. | give myself
where | choose. If he were to say, ‘Here, Robake ther and be happy; she is

yours,’ | should laugh at you both.” (145)
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It is clear that Edna does not want to be anyoo@smodity, even if it is to the man she

loves. It is at this instance that Edna perceieedity; she will never be able to maintain her

freedom and attain self-fulfilment while she is nedl, and yet, she will be unable to reject

love and sexuality for independence.

Edna’s suicide at the end of the novel is a custiam of frustrations and an inability

to define herself according to either role. As SuisaHarris points out, Edna’s “suicide is a

means of ‘eluding’'—frustrating—forces, includingrkelf, that insist on defining her as

mother, lover, or wife® This is evident in the closing passages wherelshks of Robert

and her children as she prepares to go into the sea

Despondency had come upon her there in the wakgfht, and had never
lifted. There was no one thing in the world that slesired. There was no
human being whom she wanted near her except Rabeltshe even realized
that the day would come when he, too, and the thioeighim would melt out
of her existence, leaving her alone. The childigmeared before her like
antagonists who had overcome her; who had overpalsand sought to drag
her into the soul's slavery for the rest of hersd®8ut she knew a way to elude
them. She was not thinking of these things whennstlked down to the
beach.

The water of the Gulf stretched out before heraglimg with the million
lights of the sun. The voice of the sea is seda¢ctiever ceasing, whispering,
clamoring, murmuring, inviting the soul to wanderabysses of solitude. All
along the white beach, up and down, there wasuvirgglithing in sight. A bird
with a broken wing was beating the air above, neglfluttering, circling

disabled down, down to the water.

% Harris 206.

210



Edna had found her old bathing suit still hangfiaged, upon its
accustomed peg.

She put it on, leaving her clothing in the bath-4mBut when she was
there beside the sea, absolutely alone, she @anffleasant, pricking
garments from her, and for the first time in hér 8he stood naked in the open
air, at the mercy of the sun, the breeze that lpga her, and the waves that
invited her. (154)

Depressed and discontent with the realisationghatwill never have everything she desires,
Edna returns to Grand Isle where she first undetrlwenawakening. Edna’s children now
symbolise adversaries who “overcome,” and “overpgdier, obstructing her soul from ever
achieving fulfilment. According to Paula A. Treieh] “to live as the creator and nurturer of
new ‘little lives’ perverts the self; to live aloaad for herself alone, as Mademoiselle Reisz
does, is for Edna impossibl&>”

In the beginning of the novel, Chopin describesd&slfirst experience with the sea as
follows: “The voice of the sea is seductive, nexeasising, whispering, clamoring,
murmuring, inviting the soul to wander in abyssesaditude; to lose itself in mazes of
inward contemplation” (18). Chopin’s repetitiontbe exact phrase, as evident in the
aforementioned passages, illustrates how vivid Edmdationship to the sea is; she
welcomes the sea’s ability to speak directly todwrl, and appreciates the freedom in being
able to “wander in abysses of solitude” (154). Eheralso a repetition of the images of
birds. Although the bird isn’t caged literally,does have a broken wing which prevents it
from flying freely. Its plunge in the sea foreshadd=dna’s fate: she too will plunge into the

sea, but unlike the bird, she will do it willingly.

% paula A. Treichler, “The Construction of AmbiguityThe AwakeningA Linguistic Analysis.”Kate Chopin:
The Awakeninged. Nancy A. Walker (Boston: Bedford, 2000) 370.
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It is also important to address the symbolismdn&s removal of her clothes, and the
disjointed pictures of her children, her husbarat,family, her friends and her childhood that
come to her as she is swallowed by the sea. To,Edadathing suit represents a product of
society and its constraints; likewise, the hallations represent the oppressive nature of her
social relations. Edna knows that she will alwagsdentified as a commodity—as Mrs.
Pontellier; thus, her decision to walk into the sgaesents her final effort in shedding all
physical and mental representations of the soeaietlydistancing herself from constraints.
The end ofThe Awakeninghen is not a punishment for Chopin’s protagorust,a way for
Edna finally to have a space of her own to occepegn if it is in death.

Even at the turn of the century, a period in whode might expect significant
improvement in the lives of women, there are selbacks. Althougfihe Awakeningsn’t
necessarily a reassuring narrative, it does demagaghe struggles women continued to face
when trying to distance themselves from the figafrthe True Woman, and proclaim their
own independence. The analysis of the text thrahghens of affective labour illuminates
Edna’s efforts, and demonstrates that she hashcteen trying to attain autonomy.
Painting not only gives Edna a chance at finano@gpendence, but allows her freely to
express her creativity and emotions in a way thabcially acceptable. By the end of the
novella Edna has achieved self-discovery; she Bar hble “to realize her position in the
universe as a human being, and to recognize haraie$ as an individual to the world within

and about her” (17).
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Chapter Nine: Mary Hunter Austin’s A Woman of GeniusWilla Cather’s The
Song of the Lark and Edith Wharton’s The House of Mirth

In the previous chapters | have examined novelgemrby women that feature the woman
artist. Fanny Fern’s Ruth Hall wants to be a writeruisa May Alcott’s Christie Devon
aspires to be an orator for the women’s movemeno(@ other vocations), and Kate
Chopin’s Edna Pontellier and Elizabeth Stuart Pieis Dobell have ambitions to be
painters. By analysing these novels through the témaffective labour, | have demonstrated
how important these forms of work were to women whboght self-fulfilment and financial
independence. At the turn of the century, womenersgicontinued to use the figure of the
female artist in their works. However, in these eleythe protagonists are portrayed as
achieving success in their chosen professionshBharton’s Margaret Aubyn ihhe
Touchstong€1900) is a successful novelist, Theodore Dreis€drrie Meeber iister
Carrie (1900) realizes her dream and becomes a famoesacand Anne Douglas
Sedgwick’s Mercedes OkraskaTiante(1911) is a renowned pianist. This chapter will
include a discussion of two twentieth-century newbht celebrate the woman artist: Mary
Hunter Austin’sA Woman of Geniud912) and Willa Cather'§he Song of the Larfd915).
Both novels focus on the artistic development efgiilotagonists; il Woman of Genius
Olivia Lattimore finds self-fulfilment on the staged inThe Song of the LayKhea
Kronberg achieves musical acclaim through singingddition to these works, | will also
examine Edith WhartonSheHouse of Mirth(1905), which at first glance may appear to be
at a distance from the female artist tradition., Yetuggest that Lily Bart’s efforts in attaining
marriage for financial security have certain aitigualities. Moreover, her demise illustrates
how precarious the struggle for independence wasdmen, despite the significant

advances in art, education, politics, and the laboarket in the twentieth century.
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Edith Wharton was a prolific writer of the twenheatentury. In addition to writing
over twenty novels and novellas (apart from thepkinds of works she published in her
career), she was the first woman to be awarde@dhezer Prize (folThe Age of Innocence
in 1921), and was even nominated for a Nobel PHze.impact on the literary marketplace
is evident in the plethora of scholarly works veiitton her life and literary career, and
through the numerous films that have been basddonovels. Furthermore, she is one of
the few women writers to have a place in the Iitemnon of American fiction. For this
reason, rather than revisit biographical informatiand review Wharton’s many
publications, | will focus my attention solely dime House of Mirth

Published in 1905 in serial form f&cribner's MagazineThe House of Mirtlguickly
gained popularity and became a best-seller. Dedgpitgeat commercial success, the novel
received mixed reviews due to its controversiajettimatter; critics and readers were quick
to debate Wharton’s accuracy in portraying the upfaess, and to question the overall
morality of the novel. Nevertheless, Wharton'srary style and the quality of her writing did
receive praise in many of the periodicals of heeti For theDutlook the novel is a “piece of
expert workmanship¥the review concludes with the claim that “Mrs. Wtba knows at
first hand the world she describes, and her swfgee from those exaggerations, misplaced
values, and happy-go-lucky descriptions of sodiétywhich make the great majority of so-
called society novels cheap imitatiofsTheNew York Tribunalso praises Wharton's
portrayal of “fashionable life,” and defines thevebas “really powerful and brilliant"The

novel was commended overseas as well. Tliees Literary Supplemeint London describes

1 “A Notable Novel,”Outlook[New York] 21 Oct. 1905: 404-6, rpt. Edith Wharton: The Contemporary
Reviewseds. Kristin O. Lauer, Margaret P. Murray, anchda W. Tuttleton (Cambridge: Cambridge UP, 1992)
110.

2«A Notable Novel,"Outlook[New York] 21 Oct. 1905: 404-6, rpt. Bdith Wharton: The Contemporary
Reviewseds. Kristin O. Lauer, Margaret P. Murray, anchda W. Tuttleton (Cambridge: Cambridge UP, 1992)
111.

3 “Dust and Ashes—American Fashionable Life in a Néovel by Mrs. Wharton,New York TribungNew

York] 14 Oct. 1905: 8.
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the novel as “an exceptional bodkyhile theSpectatomwffers a similar assertion and claims
that “the story is so closely knit, so logicallyrigad out, that one cannot but acquiesce in its
inevitableness, and admire the skill with which MAgharton has contrived to reconcile her
readers to a conclusion which at first seemed fessliy inconclusive®Scholars today
continue to praise the novel, whilst offering malfyerent interpretations of the text. For
some, social class and money are the major thefthe aovel. According to Diane Trilling,
“The House of Mirtlis always and passionately a money st8yai-Chee Dimock

similarly argues that the novel “raises the questibcurrency.” Other critics offer feminist
readings of the text and illustrate how Lily Barimdeed a victim of her society. Judith Fryer
compares Lily to an “ornament,and Judith Fetterley concludes, “the tragedy bf Bart is
peculiarly the tragedy of an upperclass woman faaéu ‘the temptation to be a beautiful
object’ ... and destroyed by the consequences otéhgptation.? Others oppose such a
simplified view of Lily. Frances L. Restuccia fintgat Lily is “duplicitous (that is double), if
not multiple (hence cannot be reduced to an agabj*® and Nancy Von Rosk describes her
as, “a spectator as well as a spectacle, a New Wasavell as an embodiment of Victorian
propriety...."* Although scholarship offers significant analysed @nsights, the labour of

Lily Bart has yet to be fully understood and apptad in all its complexity. My examination

of the novel will argue that Lily’s planning andategizing to secure a husband, and later

* “Fiction: The House of Mirtfi Times Literary Supplemefitondon] 1 Dec. 1905: 421, rpt. Edith Wharton:
The Contemporary Reviewas. Kristin O. Lauer, Margaret P. Murray, and Jalfve Tuttleton (Cambridge:
Cambridge UP, 1992) 116.

®“The House of Mirtfi SpectatofLondon] 28 Oct. 1905: 657, rpt. Edith Wharton: The Contemporary
Reviewseds. Kristin O. Lauer, Margaret P. Murray, anchéa W. Tuttleton (Cambridge: Cambridge UP, 1992)
113.

® Diane Trilling, “The House of MirtiRevisited,”American ScholaB2.1 (1962-3): 122.

" Wai-Chee Dimock, “Debasing Exchange: Edith Whasdte House of Mirti PMLA 100.5 (1985): 783.

8 Judith FryerFelicitous Space: The Imaginative Structures ottEWharton and Willa CathgChapel Hill:
The University of North Carolina Press, 1986) 75.

® Judith Fetterley, “The Temptation to be a Bealfiibject: Double Standard and Double Bindrime House of
Mirth,” Studies in American FictioB.2 (1977): 200.

% Frances L. Restuccia “The Name of the Lily: Editharton’s Feminism(s),Contemporary Literatur@8.2
(1987): 224.

' Nancy Von Rosk, “Spectacular Homes and Pastorehifas: Gender, Urbanity and Domesticityl fre
House of Mirth” Studies in the Nov&3.3 (2001): 323.
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provide for herself, is indeed affective labourrtRermore, even though she attempts to
labour manually for an income, her upper-class imgbrg is detrimental and ultimately leads
to her downfall. Although the novel is divided int@o Books, the first focusing on Lily’s
search for a husband and the second on her soddirancial decline, | will demonstrate
that each book coincides with strategic phaseslgslaffective labours. In Book | Lily is
directing her mental and emotional labour to findealthy suitor, and in Book Il she labours
to save herself and her reputation from her ultntmise.

The opening of the novel allows the reader to shethrough Lawrence Selden’s
eyes; he is in awe of her beauty and feminine chkaamd at the same time, sympathises with
her position. Wharton writes:

As he watched [Lily’s] hand, polished as a bit &f wvory, with its slender
pink nails, and the sapphire bracelet slipping dwrwrist, he was struck
with the irony of suggesting to her such a lifdhescousin Gertrude Farish
had chosen. She was so evidently the victim otiiézation which had
produced her, that the links of her bracelet sedikednanacles chaining her
to her fate!?
There are two significant images in this passagstly; the descriptions of Lily’s beauty
illustrate her femininity. Wharton'’s use of a si@ifhand, polished as a bit of old ivory,”
allows the reader to envision the creamy whitewéssly’'s skin, while the “slender pink
nails” and the “bracelet slipping over her wris€rdonstrate the daintiness and girlishness of
Lily’s features. Secondly, and perhaps most impalyathe second half of the passage
illustrates Wharton’s interest in the idea of degtr fate. According td he Oxford English
Dictionary, “fate” is “the principle, power, or agency by whj according to certain

philosophical and popular systems of belief, allreg, or some events in particular, are

12 Edith WhartonThe House of Mirthed. Jeffrey Meyers (New York: Barnes & Noble, 2D00. All further
references will be inserted parenthetically intene.
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unalterably predetermined from eternity; that whichlestined or fated to happeri.By
likening Lily’s “sapphire bracelet,” which also sywlizes wealth, to “manacles chaining her
to her fate,” Wharton is suggesting that Lily’suté has already been determined. The
phrase, “she was so evidently the victim of thelization which has produced her,”
establishes that Lily’s inevitable downfall is cetted to socioeconomic factors. From this
point on, the novel will illustrate Lily’s attempts gain financial independence and
autonomy through affective labour; ultimately, hoee her “fate” can never be altered.

At the time this novel was published, women, idahg those of the middle classes,
were still struggling to enter the labour markehatton and Chopin (as | have previously
demonstrated) bring to our attention the desperdkiat existed for all women who struggled
to attain financial autonomy, in every level of mbg. Lacking the skills necessary to succeed
in the labour market, upper-class women were adtgrected to marry for financial gain,
rather than solely for love. This is precisely thate Lily takes to secure her finances and
social standing. Wharton addresses the predicamamn face in the following passage in
which Lily and Selden engage in a conversation abwarriage:

“Ah, there's the difference—a girl must [marryln@n may if he chooses.”
She surveyed him critically. “Your coat's a litdeabby—but who cares? It
doesn't keep people from asking you to dine. letevshabby no one would
have me: a woman is asked out as much for heredah for herself. The
clothes are the background, the frame, if you likey don't make success, but
they are a part of it. Who wants a dingy woman?aiéeexpected to be pretty
and well-dressed till we drop—and if we can't kdeyp alone, we have to go

into partnership.”

3 The Oxford English Dictionan?™ ed. 1991.
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Selden glanced at her with amusement: it was iniples&ven with her
lovely eyes imploring him, to take a sentimenta&wiof her case.
“Ah, well, there must be plenty of capital on tlek-out for such an
investment. Perhaps you'll meet your fate tonigtha Trenors.” (14-5)

Through these lines it is clear that monetary auias values are of extreme importance. It is
also necessary to point out that Wharton neverestgdove is an important factor for a
marriage. As Annette Larson Benert asserts, “alltfarriages in the novel are based thus on
this exchange of financial for social capitdf. The exchange Benert is referring to is a
marriage contract between a man and a woman,; gnoaides the capital, while a woman, a
good image, and of course good society. Althougly thay seem equally important,
Wharton makes it clear that those who control foe@nhave the power. The final sentence,
“there must be plenty of capital on the look-outgach an investment,” supports Benert's
ideology and Irigaray’s assertion that women fumtths commoditieS. Men buy women
according to what kind of investment they havefferpin regards to Lily, she can provide
men with her appearance and her relationship \walright kind of society. This is further
demonstrated when Lily explains that there is abtkoatandard: women, not men, are judged
by their expensive “clothes.” The repetition o tlvords “shabby,” and “dingy,” and the
negative tone Wharton elicits, illustrate the amarto anything that can obstruct Lily’s
chances from marrying successfully. Although itnse¢hat Selden is unable to sympathise
with Lily’s position, Wharton does want the reatiesympathise with women, and of course
Lily. Deborah G. Lambert asserts that Wharton'satare style “prevents [the reader] from
identifying with Lily’s goals and from sympathizingith her struggle*® She concludes by

stating that the narrative also enables the readégew Lily as “a shallow and manipulative

4 Annette Larson Benert, “The Geography of Genddthia House of Mirtfi Studies in the Nové2.1 (1990):
27.

5 This is discussed in depth previously, in Chafiter

6 Deborah G. Lambert,The House of MirthReaders RespondTulsa Studies in Women’s Literatutel
(1985): 74.
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character whose main goal is marriage to a rich.fhaxiet, as we can see from the analysis
of the previous passages, Wharton continually evsienpathy for her protagonist.
Furthermore, in the following pages | will discube considerable amount of deliberation
Lily’s actions entail, demonstrating that Lily cairtly is not a “shallow” character.
The reader is introduced to Lily’'s mental and eoral labours at the outset. When
Lily visits Selden’s flat in the beginning of thewel, she asks him various questions on
“Americana” (13). Her interest in such a boring jggbbecomes only when she meets Peter
Gryce, a potential suitor. When her initial flit@ts go unnoticed, she asks Gryce about his
Americana collection:
There was, however, one topic she could rely or:spring that she had only
to touch to set his simple machinery in motion. 8aé refrained from
touching it because it was a last resource, andhatieelied on other arts to
stimulate other sensations; but as a settled |bdkiliness began to creep over
his candid features, she saw that extreme measwresnecessary.... She
guestioned him intelligently, she heard him subim&yg; and, prepared for
the look of lassitude which usually crept overltgteners' faces, he grew
eloquent under her receptive gaze. The “points’retehad the presence of
mind to glean from Selden, in anticipation of théy contingency, were
serving her to such good purpose that she begémtoher visit to him had
been the luckiest incident of the day. She had omze= shown her talent for
profiting by the unexpected.... (22-3)
The word “art” has many definitions to do with “tapplication of skill to subjects of taste,
such as poetry, music, dancing, the drama, ordlitesary composition, and the liké*The

term also refers to “an acquired faculty of anydkia power of doing anything wherein skill

" Lambert 74.
8 The Oxford English Dictionan?™ ed. 1991.
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is attainable by study or practicE Raymond Williams expands on the definition furthgr
referring to a group of skills including “gramméogic, rhetoric, arithmetic, geometry, music
and astronomy,” as well as “painting, drawing, eviirg and sculpture® It is evident that
Lily isn’t creating art in the traditional sensetbé word. Rather, the phrase “other arts”
refers to the artistry and skill with which Lilytedcts men. Although Lily depends on her
beauty, she also considers and calculates waystteef attract Gryce’s interest. Having
previously questioned Selden on Americana, Lilggsipped to partake in an intelligent
conversation with Gryce; her efforts are rewardéti @ryce’s attention, and enthusiasm to
talk about his hobbies. By using the term affectal®our to denote Lily’s mental and creative
calculations it becomes clear that her effortspmiated towards securing a financially
independent husband. Wharton writes: “Miss Bart thadgift of following an undercurrent
of thought while she appeared to be sailing orstivéace of conversation; and in this case
her mental excursion took the form of a rapid syrweMr. Percy Gryce's future as combined
with her own” (24). The phrase “mental excursiamn’significant; even though Lily is
outwardly conversing with Gryce, inwardly, she mwvisioning what her future with him will
look like if she is successful in her endeavourwith the previous passage, the terms
“talent” (23) and “gift” (24) refer to Lily’s skik that make her affective labour possible.
However, once again the idea of fate is mirrorethenprevious passage. The use of the term
“contingency” (23), suggesting a future event (def@t on chance), is coupled with the
phrase “luckiest incident” (23). Both terms demaoaist that fate and fortune intertwine, and
that ultimately, Lily is powerless in altering Heture.

Lily’s affective labour is also represented whehakton revisits the double standard
that exists for men and women in respect to magridglow impatient men are!’ Lily

reflected. ‘All Jack has to do to get everythingaents is to keep quiet and let that girl marry

¥ The Oxford English Dictionan?™ ed. 1991.
2 Raymond WilliamsKeywords: A Vocabulary of Culture and Soci@tgndon: Fontana, 1983) 41.
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him; whereas | have to calculate and contrive,ratr@at and advance, as if | were going
through an intricate dance, where one misstep wibutv me hopelessly out of time’ (52).
Here, the terms “calculate and contrive” suggdshd of mental labour. Wharton compares
the labour to an “intricate dance,” once againrreig to the artistry that is displayed in
attracting a suitor. The relationship between laland art is further touched upon when
Wharton writes about Lily’s “skilled manipulatiori all the polished implements of her
craft” (251). Lily depends on her mental and emmdiaabilities, and cultivates various tools
and skills in her possession to attain a speciitcame. Although Lily’'s affective labour is
important in securing her future, she also depemdser beauty.
The idea that beauty is a physical attribute tlagtthe power to attain certain goals is
instilled in Lily early on by Mrs. Bart:
Only one thought consoled [Mrs. Bart], and that Wescontemplation of
Lily's beauty. She studied it with a kind of passias though it were some
weapon she had slowly fashioned for her vengedha@s the last asset in
their fortunes.... She watched it jealously, as thoigvere her own property
and Lily its mere custodian; and she tried to Insto the latter a sense of the
responsibility that such a charge involved. Shiovetd in imagination the
career of other beauties, pointing out to her dergihat might be achieved
through such a gift, and dwelling on the awful waghof those who, in spite
of it, had failed to get what they wanted.... (37-8)
Wharton establishes marriage as a “career,” demraiimgj that attracting and marrying a
financially and socially, successful suitor is irdean occupation for upper-class women. The
terms “weapon,” “asset,” “property,” “charge,” atgift,” all support the idea that beauty is
valuable in the marriage market, and Lily is a cardity that must barter this asset to get

what she wants. In fact, towards the end of theeheten Rosedale tells Lily why he would
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be unable to marry her, Wharton defines Lily asmian merchandise” (271); this further
exemplifies how Lily serves as a marriageable conitgoAlthough Lily is beautiful, her
physical appearance on its own isn’'t enough t@aettpotential suitors; she has to improve
the value of this quality through affective labother beauty itself was not the mere
ephemeral possession it might have been in theshaindexperience: her skill in enhancing
it, the care she took of it, the use she made ségmed to give it a kind of permanence. She
felt she could trust it to carry her through to émal” (53-4).

Lily is aware that her beauty can help her att@ndoals, and she does everything in
her power to emphasise and preserve its appea.igmost evident when Lily appears in the
tableaux vivants

[Lily] had shown her artistic intelligence in sefieg a type so like her own
that she could embody the person represented witleasing to be herself....
The impulse to show herself in a splendid settinge-sad thought for a
moment of representing Tiepolo's Cleopatra—hadlglo the truer instinct
of trusting to her unassisted beauty, and she bgmbpely chosen a picture
without distracting accessories of dress or summgs. Her pale draperies,
and the background of foliage against which shedstserved only to relieve
the long dryad-like curves that swept upward fran poised foot to her lifted
arm. (144)
The phrase “artistic intelligence” suggests thdy bas an impressive knowledge of style,
and a special understanding of presentation. Sé®her mental and imaginative faculties in
conjunction with her artistic skills to select ¢les that emphasize her nymph-like
appearance; her labour is successful and the agdisin awe of her beauty. Lily’s
artfulness may not be equal to Avis’ artistic geniyet, it demonstrates thBle House of

Mirth is, in a special sense, about art.
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Due to the importance of physical appearance,abisous why Lily meticulously
cares for her beauty, especially her face. Whastotrays Lily’s concern over developing
any signs of aging in the following scene: “Sheetand walking across the floor stood
gazing at herself for a long time in the brighilyrhirror above the mantel-piece. The lines in
her face came out terribly—she looked old; and wéneirl looks old to herself, how does
she look to other people?” (190). Lily is terrifiefllosing her beauty because it is her most
precious asset; without it, she will be unabledmpete in the marriage market, and her
promising future will be lost.

Up to this point, Wharton has focused on Lily’siaetpursuit of a husband. Yet, in
the following passage, the reader is made awakéy$ inner conflict:

She was beginning to have fits of angry rebelligaiast fate, when she
longed to drop out of the race and make an indep@ride for herself. But
what manner of life would it be? She had barelyugihomoney to pay her
dress-makers' bills and her gambling debts; an@ wbthe desultory interests
which she dignified with the name of tastes wasipumced enough to enable
her to live contentedly in obscurity. Ah, no—shesvt@o intelligent not to be
honest with herself. She knew that she hated dasgilas much as her mother
had hated it, and to her last breath she meamghodgainst it, dragging
herself up again and again above its flood till gamed the bright pinnacles
of success which presented such a slippery suttalcer clutch. (42)
Despite Lily’s exhaustion in fighting fate “againdhagain,” she is unable to give up her
efforts because she is in a precarious financisitipo. For Lily, autonomy is unattainable
due to her social upbringing; her failure is noé da impoverishment but to being
accustomed to upper-class privileges, and to hengtdisdain for “dinginess.” In addition,

she has no concept of a working-class lifestyleitsxday to day necessities. This is clear
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from the way she considers her finances. If Lilyntea to live an independent life, she would
be contemplating how she can make enough monegytéop room and board. Instead, she
worries about having enough money to pay for heoua luxuries: her “dress-makers’ bill
and her gambling debts.”

Despite her resolution to avoid poverty, Lily iglstnable to commit herself to
marrying for financial gain: “The fact that [Lil\fdife had never satisfied her proved that she
was made for better things. She might have mamiece than once—the conventional rich
marriage which she had been taught to considesdleeend of existence—but when the
opportunity came she had always shrunk from it6j1&ily’s hesitation in marrying for
money indicates that she would rather marry foeld¥owever, even though she has the
opportunity to marry Selden, she is unable to beedne doesn’t have the financial and social
position she wishes to attain. By the end of thesh@harton illustrates Lily’s regret in her
choices: “[Lily’s] voice had gathered strength, aie looked [Selden] gravely in the eyes as
she continued. “Once—twice—you gave me the chamesc¢ape from my life, and | refused
it: refused it because | was a coward” (326). lhés lacked the courage to defy the
conventions and expectations set by upper-classtgothis scene also complicates
Wharton’s view of fate and destiny; perhaps if Lhigd married for love from the beginning,
her demise could have been avoided.

Eventually Lily loses the financial and emotionapport of her friends and family.
She is disinherited from Mrs. Peniston’s will, asmdly expects to attain ten thousand dollars
from the will. Yet, she is unable to use that motegupport herself because she is intent on
using it to repay Gus Trenor for his loans. Hauogother ways to maintain her lifestyle, and
upon the suggestion of Gerty Farish and Carry [Fjsie begins to labour in the work room
of Mme. Regina’s millinery establishment. As exgelther upbringing proves to be

detrimental to her efforts:
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It was bitter to acknowledge her inferiority everherself, but the fact had
been brought home to her that as a bread-winnecalid never compete with
professional ability. Since she had been broughbug® ornamental, she
could hardly blame herself for failing to serve gmgctical purpose; but the
discovery put an end to her consoling sense ofeusal efficiency. (315)
Lily is viewed as “ornamental,” because she laakgraal skills that can aid her in the labour
market. According to Fetterley, “as an upper-clasman, Lily has, of course, been in no
way prepared for economic independence; her atgetogtirn her ornamental talents into
realizable economic value fail; nor can she hopeotapete in the menial work of the
business with the women who have been trainedftorit youth.”! Lily’s lack of training
shows in the work she is expected to complete; aftemn months of labouring, “her
untutored fingers were still blundering over thdiments of the trade” (302).
Ultimately Lily is fired from her job with no otldinancial prospect in place.
Exhausted physically from her manual labour, arabieto formulate a plan due to mental
and emotional fatigue, she gives up on thinkingualber future: “[Lily] felt tired and
confused: it was an effort to put her thoughts tioge (303). In an effort to temporarily stop
her incessant mental calculations, she uses chitborabke her sleep:
Gradually, to be sure, the stress of the old thtsiglould return; but at least
they did not importune her waking hour. The drugegher a momentary
illusion of complete renewal, from which she dreavesgth to take up her
daily work. The strength was more and more needdteperplexities of her
future increased. (312)

Her dependence on the drug increases as her figtegorates, and the fast-paced narrative

of the final chapters indicate that her end is nawrertheless, Lily is unable to sleep until

2 Fetterley 202.
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she settles her affairs: she needs to repay MnoFrand to do something with the
incriminating letters she holds that confirm thamfbetween Mrs. Dorset and Selden.
Resolving to protect Selden’s reputation, evethnfieans she gives up her chances of re-
joining the upper classes (by way of marriage tsdgiale), Lily burns the evidence of the
affair. Her final objective is made possible whiea money from her aunt is finally credited
to her bank account; Lily immediately writes a chedo Mr. Trenor, absolving her debt.
Despite all her efforts, Lily faces impending pdyeiYet, she hardly concerns herself
with her financial troubles; instead, she considleesgloomy possibility of continuing her
life in solitude:
She had a sense of deeper empoverishment—of andasgtution compared
to which outward conditions dwindled into insigndince. It was indeed
miserable to be poor—to look forward to a shabbyj@s middle-age,
leading by dreary degrees of economy and self-temgradual absorption in
the dingy communal existence of the boarding-hoBséthere was
something more miserable still—it was the clutclsa@iftude at her heart, the
sense of being swept like a stray uprooted growthindthe heedless current of
the years. (338)
Lily has given up on affective labour because shans she will never achieve self-
fulfilment and autonomy of any kind, or even attdie privileged lifestyle she had been
accustomed to previously. Furthermore, she lackenfiial and social support, and has no
other incentive to continue her fight against fités easy to understand then why she
decides to take a few extra drops of chloral; thkeiptial overdose doesn’t scare her because
she has nothing left to risk. Although critics halebated whether or not Lily’s death is
accidental, one should take into considerationirtfieence of fate. Wharton describes her

death as finally attaining “the rest she so dedpbraeeded...” (341). The ambiguous nature
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of “rest” may allow the possibility of an accidehtaerdose, yet Wharton has established
from the outset that Lily’s demise is determined.

Wharton’sThe House of Mirtls a seminal text primarily because it reveals the
struggles upper-class women had to face when ttgiggcertain independence. Two novels
that take a different approach in exposing wometrisggles are Mary Hunter Austin/s
Woman of Geniuand Willa Cather's'he Song of the LarlBoth novels follow the lives and
successes of two female artists. Although Wharemdstablished that Lily has her own
“genius” (73), Austin and Cather portray a differ&imd of genius, one that exists within the
female artist. For ease of reference, the novdld@iexamined chronologically.

Mary Hunter Austin was a popular writer, feminscial activist, and
environmentalist of the early twentieth centurythdlugh she wrote over thirty novels, as
well as numerous essays and short stories, shbegagknown for her works about the
American Southwest. Unfortunately, today most of#is works are out of print, and only
a handful of critics have written about her lifelditerary careef? For these reasons | will
first offer a brief summary of Austin’s life andrear before turning t& Woman of Genius

Mary Hunter was born in Carlinville, Illinois in £8. Upon graduating from
Blackburn College in 1888, she moved to southeiifd@aia with her widowed mother and
brother. There she taught until she married Walttedford Austin in 1891. Unfortunately
the marriage suffered from financial trouble anel birth of her mentally disabled daughter, a
result of her “venereal-diseased husbafidhe eventually left her husband to pursue a
career in writing (although she didn’t divorce himtil 1914) and placed her daughter in an

institution for better care.

22 30me comprehensive studies of her life and worklside T.M. Pearcéylary Hunter AustiNew York:
Twayne Publishers Inc, 1965); Heike Schadi#ary Austin's Regionalism: Reflections on Gendenmi@, and
Geography(Charlottesville: University of Virginia Press,@); Esther Lanigan Stinemaviary Austin: Song
of a Maverick(New Haven: Yale UP, 1989).

% Carroll Smith-Rosenber@isorderly Conduct: Visions of Gender in VictoriAmerica(New York: Oxford
UP, 1985) 285.
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Austin published her first work;heLand of Little Rainin 1903; it is a collection of
essays, “careful sketches of the nature, pers@sland folkways of the [Sierrasf"Her
later works,The Basket Womgd904),Isidro (1905),The Flock(1906)Santa Lucig1908),
andLost Borders, The People of the Des$2809) also centre on the American Southwest.
As Nancy Porter asserts, “in her early storiesramels, Austin drew her subject matter from
her own, at times mystical contact with the land #re miners, herders, desperados,
entrepreneurs, Mexicans, and Indians who movedsadtbe region] ® The success dfhe
Land of LittleRaingave Austin the financial independence she neemlkhve her husband,
and move first to Los Angeles, and then to Car@elifornia, where she lived and wrote for
over a decade. According to Janis P. Stout, in €bsime became “an early member of the
writers’ colony there that included Jack Londonefp@eorge Sterling ... and Lincoln
Steffens.?® In California she also met and befriended ChazlBierkins Gilman, a figure who
deeply influenced her feminist ideology. She camish her literary career in Europe, where
she surrounded herself with many influential wstef her time, such as H.G. Wells, George
Bernard Shaw, Joseph Conrad, and May Sinclairr Aféeelling to England and lItaly, she
eventually relocated to New York. There she becaatiee in the feminist movement, and
published many essays supporting feminist causehb, as suffrage, sexual liberation, and
birth control. Austin’s feminist ideology is mostident inA Woman of GeniysindNo. 26
Jayne Streef1920), novels she completed while living in Newrl. In 1924 Austin moved
to Santa Fe, New Mexico, where she lived untildesath in 1934. Her last notable work was

her autobiographygarth Horizon published in 1932.

24 Nancy Porter, afterwordy Woman of Geniud®y Mary Austin (Old Westbury, NY: Feminist Pre$885)
298.

% porter 299.

% Janis P. Stout, “Mary Austin’s Feminism: A Reassesnt,”Studies in the Nové&0.1 (1998): 80.
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A Woman of Geniugas published in 1912 by Doubleday, Page and Coy@dter

being “turned down by the Century Company and M#ami?’

Thought to be loosely based
on Austin’s life, the novel is a first person néitra of Olivia Lattimore, a woman who leaves
her husband after the death of her child, to pusslfefulfilment through a career in acting.
Despite Austin’s reputation and previous succes$is mature novels, most critics either
ignored or slated the novel for its feminist idept@and overt sexuality. For example, the
Boston Evening Transcrigtiticises the novel's premise: “With all Mrs. Airss endeavours
to make it appear that her characters live, hey $agks verity.... As a wholéd Woman of
Genius in spite of the undeniable cleverness, is aseagant as its extravagant titf.The
New York Times one of the few newspapers that offers a favdangeview, and yet,
includes a warning:
Mrs. Austin tells the story brilliantly, with a h¢ deep knowledge of human
nature, and with an individuality in her way of koog at things that affords
the reader many a delightful surprise.... But shela¢e beware, lest it lead
her into those cryptic ways which are a snare édelet of the novelist who
wishes to be read by any but the most intellegnsalect®
Other papers of the time merely comment on the Ireogabject matter. For example, the
reviewer forThe Surwrites, “This work differs widely from Mrs. Austis previous
delineations of the deserts and mining camps diMastern life, and portrays the struggles of
a woman of genius and the development of the wdmeaself, with an unusual elimination of
material details of environmeni®The Woman'’s Journaiffers a simple promotion: “A very
able and realistic statement in story form, ofdiéculty presented to a woman of genius,

under present social customs, when she finds ensaitically forced to choose between

#’Karen S. Langlois, “Mary Austin/a Woman of Geniudhe Text, the Novel and the Problem of Male
Publishers and Critics and Female Authodstirnal of American Culturé5.2 (1992): 18.

2 «Books of the Day, Boston Evening TranscrifBoston] 28 Aug. 1912: 20.

29«A Fine Novel,” New York TimefNew York] 25 Aug. 1912: 460.

30 “New Books this Fall Promise Big Season: Fine AméFiction,” The SurjNew York] 31 Aug. 1912: 13.
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love and art.®! Not only did the novel suffer from criticism, bDbubleday dropped the
novel “four months later when the wife of one of thublishers complained that Olivia’s
behaviour was ‘immoral.®” Despite it being reprinted by Houghton Mifflin 1917,
coinciding with the entry of the Unites Statestte first World WarA Woman of Genius
failed to garner any interest until after Austidsath®

In the 1980s Austin’s works gained renewed critat&éntion, albeit not as extensive
as those of other women writers of the same pdaag Kate Chopin), andl Woman of
Geniuswas established as one of her most important istworks. Nancy Morrow
discusseé® Woman of Geniuglongside Anne Douglas SedgwicRante(1911), asserting
that both novels “are concerned not only with thetacles that the protagonists face in
achieving success as artists, but also with tha evare formidable obstacles to personal
fulfilment.”3* Janis P. Stout offers a similar analysis and sstggbat the text is based on
“self-fulfilment and self-definition® for the protagonist. In contrast, other criticsis on
the sexuality displayed in the novel. Accordindae M. BauerA Woman of Genius
“marks a transition from the old way of seeing pewer—as a dangerous and instinctive
mode of women’s actions in the world—to a new whgeeing sex power as instrumental in
attaining women’s possibilities® Similarly, Edward Wagenknecht asserts that “on its
deepest level the book is a study of creative ppwfats connection with sexual power, of
how it is differentiated from sexual power, andfe# conflict between art and lov&’Nancy
Porter even goes so far as to conclude that “imemdthg a range of questions about women'’s

sexuality, including its connection with the creatiof art, A Woman of Geniusakes a

3L «“New Books out for ChristmasThe Woman's Journ§Boston] 21 Dec. 1912: 407.

32| anglois 85.

33 3. Wilkes Berry, “Mary Hunter Austin (1868-1934perican Literary Realism 1870-192@ (1969): 129.
% Nancy Morrow, “The Artist as Heroine and Anti-Have in Mary Austin’sA Woman of Geniuand Anne
Douglas Sedwick’§ante” American Literary Realism, 1870-192Q.2 (1990): 17.

% Stout 87.

% Dale M. BauerSex Expression: And American Writers 1860-19@bapel Hill: University of North
Carolina Press, 2009) 123.

37 Edward WagenknechGavalcade of the American Novel: From the Birthhef Nation to the Middle of the
Twentieth CenturyNew York: Holt, 1952) 233.
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singular contribution to the genrd1n addition to the many different insights schskdp
offers, Austin’s novel is significant in that it @esses many feminist issues, and is one of the
few where the protagonist achieves self-fulfilmantl professional success.

The opening pages present the basis of the noleis s the story of the struggle
between a Genius for Tragic Acting and the daugbiterCounty Clerk, with the social ideal
of Taylorville, Ohianna, for the villain®* Olivia’s struggle in trying to manage her career
with her domestic life, despite the outrage of thasound her (the townspeople, her friends,
her mother and her husband), is the dilemma mamgemonere facing at the turn of the
century. Although I will examind Woman of Genius will focus specifically on Olivia’s
need for personal fulfilment, and how she achietv#sough affective labour (acting).

For simplicity’s sake | will divide the novel intavo parts. The first half of the novel
concentrates on Olivia’s childhood in Taylorvill@hianna, and her subsequent marriage, out
of convenience rather than love, to Tommy Bettertfwd he second half focuses on her
career as an actress and her life in Chicago, Nesk,Yand London. As with other novels |
have discussed in previous chapters, the readeqgisainted with the protagonist’s reluctance
to follow conventional ideals at the out§®Dlivia feels hostility towards her brother who
has several advantages and freedoms simply beofbsesex. Austin writes:

At times when | felt this going on in our housegrénrose up like a wisp of
fog between me and the glittering promise of tharky a kind of horror of the

destiny of women; to defer and adjust, to mainta@attitude of acquiescence

3 porter 317. It is important to note that the “gg&riPorter refers to in this quotation is that ofiNé&oman
fiction, or simply the number of texts in the lati@eteenth century that explore women’s work. Rorte
specifically mentions Rebecca Harding Davis, ElethlStuart Phelps, Kate Chopin, and Sarah Granthrite
a few, as Austin’s literary predecessors.

%9 Mary Austin,A Woman of Geniygd. Nancy Porter (Old Westbury, NY: Feminist Br&885) 83. All further
references will be inserted parenthetically intene.

0 For American fiction, see the chapters on LouissyMlIcott’'s Workand Elizabeth Stuart PhelpEhe Story of
Avis. For British fiction, see the chapter on New Worfiation (Sarah Grand and Mona Caird).
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toward opinions and capabilities that had nothirggerto recommend them
than merely that they were a man's! (44)
Olivia’s “horror” is towards the angel in the houdeal that women still were expected to
uphold. Despite the “fog” that obstructs her fuflgiee ultimately surpasses all difficulties
and achieves success.

Olivia’s road to self-fulfilment begins as her ahd life ends: “Very closely on the
loss of my baby, of which | have spared you as naschossible, came crowding the opening
movement of my artistic career” (83). Bored andappy with domestic life, she is driven to
look elsewhere for stimulation and self-fulfilmekter artistic gift and “the insight and
passion” (97) she feels while acting propel hezdosider the stage as a profession. As her
artistic aspirations grow, so do her desires to act

All this time, in spite of my recent revulsion fraim| was consumed with the
desire of acting. My new-found faculty ached foe ui$ woke me in the night
and wasted me; | had wild thoughts such as meninae grip of an
unjustifiable passion. All my imaginings at thahé& were of events, untoward,
fantastic, which should somehow throw me back uperstage without the
necessity on my part, of a moral conclusion. (126-7
Here, the passion Olivia feels towards actingkieried to an expression of sexuality.
Through acting Olivia attains a sexual power sleavipusly never had. Austin previously
alludes to this idea when Cecilia Brune, a fellmtress, asserts that “the quintessence of art
[is] to attract males and keep them dangling” (9%)e sexual undertones associated with
acting are precisely why the stage was viewed agpiropriate for women. According to

Faye E. Dudden, the actress has always been “agseiith sexuality and immorality*

“l Faye E. Dudden)omen in American Theatre: Actresses and Audied@@9-187QNew Haven: Yale UP,
1994) 2.
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sexuality, because acting “is an embodied &fghd immorality, because the nature of the
labour is likened to a prostitute’s (the actresg the prostitute labours in the public sphere
for money). Furthermore, as Albert Auster asséifte easy and constant accessibility of
actress to actor necessitated by work further beulen the notion of separate spher&s.”

For Olivia, the vocation is especially challenglerause she is already married. Not only is
her reputation at stake when she leaves her husbantbnths at a time to take part in
various productions, but she also lacks the supgdrer friends and family.

A woman'’s struggle in balancing domesticity andisglso evident ifhe Story of
Avis Both Avis and Olivia have an overpowering needigplay their passion and emotions,
and attain self-fulfilment; they attain their gotisough affective labour. However, the
novels’ similarities end here; Austin allows Olint@mattain success as an actress once
Tommy dies, an opportunity Phelps doesn't givegtetagonist® In fact, Olivia is a much
stronger protagonist; she actively fights convergjand in the end, chooses her career over
love.

Throughout her career Olivia has been guided bypwus mentors: “The Hardings
taught me my way about the professional world nlamagement of my gift [and] its market
value...” (132). In addition to learning the econorsiide of the vocation, she also works on
her “stage craft” (132) by physically and emotidp@&ngaging with each role. According to
Dudden “actors and actresses stood alone to diesteeffects with unaided expression,
posture, gesture and above all with the vofGedh actor’s craft is ultimately dependent on
the skills and techniques used to emulate eaclactearas authentically as possible. By using
the term affective labour to denote Olivia’s emn#iband mental labours, her efforts can be

recognised and appreciated. Olivia's affective latis depicted in the following passage:

42

Dudden 2.
“3 Albert Auster Actresses and Suffragists: Women in the Americaaffé, 1890-1920New York: Praeger,
1984) 57.
“4 By the time Avis’ husband dies, her creativity baen completely diminished and she is unable itet.pa
** Dudden 15-6.
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| needed something then to account, as | proceedbdny part, for the
extraordinary richness of power, the delicacy aratigion with which | put it
over line by line to my audience. | played, ohldyed! | felt the audience
breathing in the pauses like the silent wood,; itjiet$ went gold and crimson
and the young dreams were singing. (261)
The audience’s reaction to Olivia's performance destrates the ability she has in engaging
and extracting their emotions. She passionatelyoeiels her character and enunciates each
memorized line with “delicacy and precision.” Itimportant to establish that Olivia’s
greatness is also due to the natural instinct walldws her to portray her character with ease
and with precision. Austin’s use of the word “powevhich Stout defines as “a combination
of passionate commitment, intelligent understandamgl personal presence of authofity
one’s performance, further demonstrates Oliviastae genius. Through affective labour
(mental and emotional) Olivia is able to achieveigoand financial success as an actress,
and perhaps more importantly, attain self-fulfilhen
As the novel comes to a close, Olivia appearsatesuccessfully combined her
career with love. Her acting career is fuelled Iy passion she feels in her personal life as
she has a romantic relationship with her childhewdetheart, Helmeth Garett. Yet, Austin
foreshadows the difficulty in having love and wadexist when Olivia asserts: “I suppose
that in as much as | had a man's attitude towart,wdad come unconsciously to the man's
habit of keeping love and my career, in two waggrtticompartments. | found | was not able
to think of them as having much to do with one arot(247-8). Olivia’s inability to balance
love and her career is exposed when Helmeth prepuoseriage, and forces her to choose

between wife and artist. Despite the strong lovgi®feels for Helmeth, she can’'t imagine a

“ Janis P. Stout “Willa Cather and the PerformintsAfThe Cambridge Companion to Willa Cathed.
Marilee Lindemann (Cambridge: Cambridge UP, 20@®. 1
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life without her career: “I am an actress and I'tieave off being one just by saying so”
(270).

As with many other women writers of the period, #usvas unable to resolve the
problem of combining self-fulfilment, a career, andrriage inA Woman of Genius
Nevertheless, her approach to the woman questisrsaraething new. The novel ends with
Olivia considering a marriage to her friend and/plaght Jerry McDermot, not out of love,
but out of mutual respect for the craft. In thispm@livia manages to maintain her gift and her
career without sacrificing her self-fulfilment aadtonomy.

A similar novel to Austin’sA Woman of Geniysind perhaps a more popular one, is
The Song of the Latky Willa Cather. The novel chronicles the life artistic development
of Thea Kronberg from childhood, through her sus@san opera singer. Widely known for
basing her novels on the American frontier, as WitRioneers(1913) andVly Antonia
(1918), Cather was also a journalist, even wriforgMcClure’s MagazinelLike Wharton,
she was awarded a Pulitzer Prize in 1922 (for beekrOne of Our}, and spent most of her
life living in New York. Due to her popularity amdgard as one of the important women
writers of the twentieth century, | will avoid gng a detailed biography and instead focus on
The Song of the Lark

The Song of the Lamkas published by Houghton Mifflin Company in 192% the
time of its publication, the novel was receivednnadmiration. Thé&vening Public Ledger
praises the way Cather realistically portrays thegglles women singers experienced in their
careers: The Song of the Larells a strong and moving story of the path todamthe

musical world.*” It concludes by stating, “Miss Cather has surveyadcurately, this route

47«Other New Fiction,”Evening Public Ledg€iPennsylvania] 22 Oct. 1915: 6.
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to operatic glory traversed by American girls wintgs has marked the turns, the ruts, the
rocks that lead to the height® According toThe New York Globe
It has the artistic and literary merit of her earlbook, O Pioneers! but it is an
immeasurably bigger and richer story. In fact, Bomg of the Lark is one of
the most interesting, really American novels trest been written in this
country in a long time, and it will match up withetbest work that has
recently been done in Englaftl.
The New York Tribunleas a similar outlook and asserts fhila¢ Song of the Larks likely to
be adjudged the best American novel of a yeartthafproduced so much of excellent native
fiction.”*® Contemporary scholars also regd@itte Song of the Laiik a positive light.
According to Edward Wagenknecht, “it remains onéhefbest studies we have in fiction of
the artistic life of a great stage artist.For Hermione LeeThe Song of the Laik Cather’s
“most personal and revealing novel; it is a spldrstiurce book for biographers because so
many of the details of Thea’s early life are Cathe¥ In general, scholarship focuses on
Cather’s representation of the female artist aneTKronberg’s sexual and spiritual
awakening. For example, Linda Pannill focuses othn€& portrayal of the woman artists in
the novel:
[Cather] had arrived at a conception of the womaistavhich reconciled the
conflict because she insisted on the artist’s a@gtin to art rather than to
conventional (and conflicting) roles while at tlaarge time she conceived of
the woman artist in distinctly ‘womanly’ terms—as iastrument, instrument

of her own geniug®

“8«Other New Fiction,”"Evening Public LedgdiPennsylvania] 22 Oct. 1915: 6.

49“Books of the Week Seen in Review and CommeFRg SurjNew York] 6 Nov. 1915: 8.
0 “Christmas Books: A General Surveyihe New York TribungNew York] 4 Dec. 1915: 11.
1 Wagenknecht 326.

2 Hermione LeeWilla Cather: A Life Saved UfLondon: Virago Press, 1997) 120.

%3 Linda Pannill, “Willa Cather’s Artist HeroinesWWomen’s Studies1 (1984): 223.
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Debra Cumberland explores the association betweeal theory and “Thea’s artistic and
sexual growth,® and Ellen Moers focuses on Thea’s sexual andiaréisakening set in
“the most thoroughly elaborated female landscapidrature.® However, Mary Titus takes
a different approach and argues that “the novas$ismuch or more about men and their
experience of female creative power as it is alisutreative heroine>® Although these
critics offer valuable interpretations of the ngueill focus solely on Thea'’s affective
labour, which is centred on achieving self-fulfilmgautonomy, and success as an opera
singer.

For those unfamiliar witffhe Song of the Larkhe heroine, Thea Kronberg, is a
determined pianist who leaves her hometown and o€hicago to pursue a career in
music. By the end of the novel she achieves sé#ifrfient and success under the guidance of
various mentors, not as a pianist, but as a powepkra singer. | will first concentrate on
Cather’s portrayal of Thea'’s gift, and then focustlee affective labour that makes her
success possible.

The opening of the novel is especially importanit @groduces the reader to Thea as
a child and establishes her gifted nature. WheraTakks sick with pneumonia, Dr Archie is
called to the Kronberg house to examine and treatlhis here that he realizes Thea is
special: “As he pushed back the hair that had fizlcavn over her eyebrows, he felt her
head thoughtfully with the tips of his fingers. N@ couldn't say that it was different from
any other child's head, though he believed thaetivas something very different about
her.”®” Dr. Archie may be unable to determine what exasthjifferent in Thea, yet he is

certain that she is unique physically and mentdlhea’s uniqueness is revisited later on in

>4 Debra Cumberland, “A Struggle for Breath: Contenapp Vocal Theory in Catherhe Song of the Lafk
American Literary Realism, 1870-1928.2 (1996): 60.

%5 Ellen MoerslLiterary Women: The Great Writetsondon: Women's Press, 1978) 258.

*5 Mary Titus, “Cather’s Creative Women and DuMausgeZozy Men:The Song of the LagndTrilby,”
Modern Language Studi€sl.2 (1994): 33.

> Willa Cather,The Song of the Larfew York: Dover Publications, 2004) 6. All furtheeferences will be
inserted parenthetically in the text.
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the novel when she studies under Andor Harsanyidamce in Chicago. Not only does
Harsanyi feel that Thea has “a richly gifted natie 3), but he mirrors Dr. Archie’s
observation as he studies Thea'’s profile: “Whet i seen a head like it before?” (118). It
soon becomes clear to him that Thea’s physicalappee has been indicating she has a
strong singing voice all along:
Everything about her indicated it,—the big moutte wide jaw and chin, the
strong white teeth, the deep laugh. The machineseasmple and strong,
seemed to be so easily operated. She sang frobotten of herself. Her
breath came from down where her laugh came from.rel@ed throat, a
voice that lay on the breath, that had never besredl off the breath; it rose
and fell in the air-column like the little balls wh are put to shine in the jet of
a fountain. The voice did not thin as it went U tipper tones were as full
and rich as the lower, produced in the same wayaangconsciously, only
with deeper breath. (123)
In this passage Thea'’s singing ability is depi@scffortless and entirely natural; her throat
is “relaxed,” she never has to force “off the bngaaind the whole process seems like an
unconscious effort. The phrase “the machine wasraple and strong, seemed to be so
easily operated” further illustrates Thea'’s innalent.
Despite years of training, Thea never feels a padsir the piano as she does with
singing:
She had always told herself that she studied piafio herself to be a music
teacher. But she never asked herself why she wegisg voice. Her voice,
more than any other part of her, had to do with toafidence, that sense of
wholeness and inner well-being that she had fett@nents ever since she

could remember. (140-1)
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Here Cather demonstrates the difference betweegra wocation and one that is directed
towards self-fulfilment. For Thea, singing is a wayvhich she can express herself and
achieve happiness. Although Cather doesn’t uséetihe “genius” to denote Thea’s musical
ability, like Austin’s Olivia, she too is a gifteattist.

As with Olivia, Thea’s genius alone isn’t enoughg needs to exercise her talents
and labour incessantly to achieve success. Earlyavsanyi compliments Thea’s work ethic:
“The best thing about her preparation was thathstiedeveloped an unusual power of work.
He noticed at once her way of charging at diffiedt She ran to meet them as if they were
foes she had long been seeking, seized themlasyiftere destined for her and she for
them” (113-4). By using affective labour to dentite “work” Cather is referring to, we as
readers and critics are better placed to appretlaa’s mental and emotional labour. The
comparison made between “difficulties” and “foeghabnstrates Thea'’s strong drive to
eliminate any obstacles that stand in her waytafrahg self-fulfilment. Nevertheless, Thea
inevitably suffers from overwork:

She sometimes came home from a late lesson sosrdahat she could eat
no supper. If she tried to eat, she was ill aftedv&he used to throw herself
upon the bed and lie there in the dark, not thigkmot feeling, but
evaporating. That same night, perhaps, she wouk&mvap rested and calm,
and as she went over her work in her mind, thegogessseemed to become
something of themselves, to take a sort of pattethe darkness. (115)
Thea’s determination to succeed is apparent as@tteues to labour mentally despite her
exhaustion. Although Cather has established Theascal gift, Thea can’t achieve self-
fulfilment until she discovers her true artisti¢fs€his is made possible when Thea visits

Panther Canyon, Arizona, as a way to rehabilitatedieteriorating health.
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Thea’s visit to Panther Canyon proves significantef number of reasons. Not only
does she consummate her romantic relationshipfkvét Ottenburg, but most importantly,
she has a sexual and spiritual awakening facititbtethe landscape. As Thea goes
swimming in a quiet stream one morning, she sugdess an epiphany: “in singing, one
made a vessel of one's throat and nostrils andihefdone's breath, caught the stream in a
scale of natural intervals” (195). According to R#éin“in a moment of revelation and
spiritual rebirth, Thea, bathing in the streamsdbat as an artist she is the instrument for the
feeling which is both the shared essence of humf@aarnd at the same time her own second
self or genius...” Thea also discovers that she can attain selfiugfit by instilling her
passion in her work: “She had not been singing mbahshe knew that her voice was more
interesting than it had ever been before. She kgdrbto understand that—with her, at
least—voice was, first of all, vitality; a lightres the body and a driving power in the
blood. If she had that, she could sing” (196). Onhkea realises that she has the ability to
imagine and create, she leaves to study in Gernaarmgy from any distractions. The reader
is reacquainted with Thea ten years later, wherhakdinally achieved success in her career.

Although some critics view the last section of tlozel as “hurried and blurred™it
is crucially important in that Cather establishdmtlife is like for Thea as a famous opera
singer. While Thea’s awakening has been explor¢darchapters taking place in Panther
Canyon, the reader has yet to see how she usestiséic genius to infuse passion in her
singing and emotionally affect the audience. Caplogtrays Thea'’s artistic power at a
performance attended by Harsanyi. At its conclusigournalist approaches him hoping to
gain an understanding of Thea’s genius:

The journalist scented copy and was eager. “Yessdtgi. You know all

about her. What's her secret?”

%8 pannill 229.
%9 Louis AuchinclossPioneers & Caretakers: A Study of 9 American Wohewelists(Minneapolis:
University of Minnesota Press, 1965) 101.
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Harsanyi rumpled his hair irritably and shruggeslishoulders. “Her
secret? It is every artist's secret,”—he wavedhisd,—"passion. That is all.
It is an open secret, and perfectly safe. Like isenoit is inimitable in cheap
materials.” (305)
As with Olivia, Thea'’s strength lies in being abbegenuinely convey passion through her
art, something she is able to achieve through @fetabour.
The ending of the novel illustrates Thea’s devotmher career. In a conversation
with Dr. Archie near the end of the novel Thea axps:
“My dear doctor, | don't have [a personal life].ofavork becomes your
personal life. You are not much good until it ddés.like being woven into a
big web. You can't pull away, because all youlditendrils are woven into
the picture. It takes you up, and uses you, antsgmu out; and that is your
life. Not much else can happen to you.” (291)
Whereas women in earlier fiction have been consumtdtheir domestic responsibilities,
Cather presents the opportunity for women to hastecgce of working towards a career. In
this way,A Woman of GeniuandThe Song of the Laidkemonstrate women’s progress in
professional fields. Yet, it is important to pomit that Thea and Olivia develop their careers
and attain self-fulfilment only by rejecting magea Austin and Cather were unable to go
beyond existing constructs and imagine a world iemen could balance domesticity
with their careers. Nevertheless, their effortsiardoubtedly valuable and their optimism for

the future of women is paramount.
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Conclusion

In the fiction of to-day women are continually tagilarger place in the action
of the story. They are given personal charactessieyond those of physical
beauty. And they are no longer content simply tothey do. They are
showing qualities of bravery, endurance, strenigitesight, and power for the
swift execution of well-conceived plans. They haeas and purposes of their
own; and even when, as in so many cases descnbie lonore reactionary
novelists, the efforts of the heroine are showbd@ntirely futile, and she
comes back with a rush to the self-effacement afiage with economic
dependence, still the efforts were théte.
Charlotte Perkins Gilmaw/omen and Economics
In the excerpt above, Gilman addresses the prograds in society and literature. By the
turn of the century, women had gained many oppdrésnsocially and professionally. The
fiction of this time mirrored these advancementsl ariters were more likely to represent
their heroines as strong, motivated, and carearsied characters, than as passive,
submissive and domestic creatures. Nevertheleszilraan notes, some writers still
struggled to give their heroines happy endings.iifstance, Chopin'$he Awakeningnd
Wharton’sThe House of Mirtltonclude with their protagonists’ deaths, whilkestnovels,
such as Gissing’s the Year of Jubileeend with the heroine’s marriage. Although these
texts are certainly exceptions, most writers werahle to comprehend how a woman could
resolve the problem of marriage and career, amsléhded their works with the protagonist
choosing one, or the other; for example, in AusthhWoman of Geniuand Cather'She
Song of the Larkooth protagonists prosper in their careers whew teject love.
Nonetheless, and as Gilman asserts, “the effonts there.”
The writers examined in this project all reject émgel in the house ideal along with
prescribed notions of domesticity, and insteadasgnt women as seeking self-fulfilment and

autonomy through professional careers. Additionalig texts and their representations of

women offer many insights into patterns of worlpexsally regarding affective labour. For

3¢ Charlotte Perkins Gilmavyomen and Economi¢slew York: Dover Publications, 1998) 75.

242



example, in Grand'$he Beth BogkBeth’s success in writing and orating is duedo h
affective labours. In BennettBhe Old Wives’ TaleSophie’s mental labour enables her to
become a prosperous businesswoman. In FRuts Hall Ruth has a flourishing writing
career due to affective labour. Similarly, in An&iA Woman of Geniugnd Cather'§he
Song of the LarkOlivia and Thea attain stardom on the stage tjirdbeir creative,
emotional, and artistic labours.

Within this range of texts, however, there are aisdings that are problematic. In
Caird’sThe Daughters of Danaubladria fails to compose musical works when she is
dragged back to the drudgery of domesticity; sirtyijJan Phelps'The Story of AvjsAvis’
creative genius is stifled by her marriage. Furtiene, and as | previously pointed out, Edna
in Chopin’'sThe Awakeningand Lily in Wharton’sThe House of Mirtltommit suicide when
they realise they will never be able to attain-galfilment. Although these endings are
ominous, these texts have value, because they dgratanthe need for further improvement
in women'’s social and professional lives.

The texts in this study demonstrate women’s jousneyranscending societal
restrictions and attaining self-fulfilment, and etuelly financial independence, through
affective labour. By looking at canonical and n@manical works in both British and
American literary traditions, | hope to have préedra comprehensive account of women’s
professional lives, in all areas of social standi@gskell, in particular, writes from a
perspective sympathetic to working-class strugaggielressing the many industrial labours her
characters take part in. Gissing’'s works seek poagent both working and middle-class
lives, while New Woman fiction focuses on educateanen of the middle and upper classes.
In a similar vein, Fern and Alcott represent thekireg girls of mid-nineteenth-century

America, and Chopin and Wharton deal exclusivetyhe elite.
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Although the works discussed in this project arembyneans an exhaustive list of
works published between 1848 and 1915, they doigeeamnsights into women’s labours and
self-development. Additionally, they all try to lobeyond the limiting conditions of their
own time by imagining alternate lives for their cheters. Nevertheless, it would be
exceptionally rewarding to further examine the gyl of women and their labours,
affective and traditional, in nineteenth-and-twettticentury-works. For instance, in British
fiction, Charlotte Bronte'¥illette (1853), depicts a teacher, andlime Daisy Chair{1856),
Charlotte Mary Yonge presents the struggles a wdiaaes when sacrificing her studies for
domesticity. Menie Muriel Dowie iallia (1895) and H. G. Wells iAnn Veronica1909)
portray the lives of female students. Ella Hepwd@tkon’s The Story of a Modern Woman
(1894) follows the life of a journalist. Night and Day(1919), Virginia Woolf contrasts the
very different lives of a married woman and a adétte. Similarly, in American fiction,
Augusta Jane Evans portrays two woman and theircgen the Civil War, irMlacaria; or,
Altars of Sacrificg1864). Lillie Devereux Blake depicts women’s malifferent labours in
Fettered for Lifg(1874), among them a suffragist, a seamstresasheamvoman, and a
physician. The protagonists in Sarah Ornett Jess&tCountry Doctor(1884) and Elizabeth
Stuart PhelpsDr. Zay (1882) are female doctors. Elizabeth Robinghe Conver{1907)
represents suffragettes, and Dorothy Richardsocrithes the life of a working girl ifhe
Long Day(1905). These examples are just a few of the tlgitscan be reconsidered through
the lens of affective labour, to gain new insights the various ways in which the lives of
women are depicted in fiction.

In this project | have re-established previouslgrtaoked novels and re-evaluated
canonical and non-canonical works through the téragfective labour. Despite the small
number of texts discussed in this study, they goesent a wide-ranging depiction of

women’s mental, creative, emotional, artistic, amdn, domestic labours. | hope that this
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project will spark an interest in further comparatstudies between British and American
fiction, and motivate others to extend the exannomat of patterns of work to include works

from the mid-twentieth century through to the preastay.
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