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SOCIAL VIOLENCE IN MOLLY KEANE'S THE RISING TIDE

Molly Keane’s novels represent the last vestiges of a body of writitich can be
exceedingly difficult to trace given the complex nature of Irish histamneSscholars suggest the
“Anglo-Irish” Ascendancy stemmed primarily from a series of varioigrations into Ireland
around the 12century, notably the settling of English planters who took root in Irelanher
the year of 1167 under Henry Il (Moynahan 3). The term “Anglo-Irish,” howyegmains
elusive given that it has been used to refer to blood, religious, historisacial ties. Regardless
of their origins, the Anglo-Irish continued to proliferate in Irelandcmturies, maintaining their
Ascendancy in matters of politics and social privilege despite beinigaity. The Anglo-Irish
endeavored to preserve British rule in Ireland, perhaps overzealouslyheviflottof Union in
1800. Paradoxically, while this act molded the Anglo-Irish identity for émeucy to follow and
allowed a distinct literature to blossom, it ultimately ensured théoAngh’s downfall
(Moynahan 6). Having to perform a “balancing act” between supporting thedkists and the
British Auxiliaries just enough not to elicit a reprisal from eitsile proved perilous for many

Anglo-Irish families.

' The phrase “balancing act” is taken from Julian klyan’s section on Elizabeth Bowen, specifically he
novelThe Last Septembeagcounting an Anglo-Irish family’s involvement wiBritish soldiers as well as
their brief encounters with Irish guerillas (240).



The true death knell of the Anglo-Irish, however, arrived in 1922 after@Heaaty between
Britain and Sinn Fein established Ireland as a free state, forcilyitish “Black and Tans,” and
the protection they offered the Anglo-Irish, out of Ireland. The civil wardban followed left
the Anglo-Irish in a quagmifeThe radically changing environment had tremendous effects on
most Anglo-Irish families despite the fact that the politicalbtilence is barely registered in most
of their literature, Molly Keane’s being no exception.

Molly Keane was born in 1904 and wrote her first novel at the young age of seventeen
under the pseudonym M.J. Farrell, a name she used when sh@hedising Tidén 1937. In
this way, she kept her identity hidden through the majority of her cargety because of the
class she belonged to, a class which primarily concerned itself with the spbunting and
riding. The Anglo-Irish obsession with recreation, largely a product aféffert to maintain
their image as an Ascendant, leisure class, led to the branding cdicadsimic pursuits as
shameful, even perverse. In an interview with Polly Devlin, Keane casféisat she could only
surmise that her mother disapproved of her novels since she had not onggedisham with her
(n. pag.). Some of the best evidence for this obsession with leisube éannd in Keane’s own
novels. In 1981'$500d Behavioyrfor instancetwo parents punish their son and fire his sitter
when he is caught reading a book of poems. The offense, it seems, didn'’t lie so rhuble wit
contents of the book, but that it was read at 3:30 in the afternoon, a time patevatied to
riding (33). Molly Keane achieved perhaps greater success as aigltaytvan as a novelist, but
following the poor reviews of one of her plays, she retreated to Ardmaregrpy to attend to
her daughters, still writing occasionally but publishing nothing for tweasys. The publication

of Good Behaviouunder her real name marked her return or, for some, her debut to the literary

2 The historical suffering of the Anglo-Irish duritigis time period is interpreted differently fromhstar

to scholar. Vera Kreilkamp accounts for nearly twmdred Big Houses that were burned in the aftdrmat
(6). Michael McConville argues that the largesbaek recorded in the time period was the loss of
population to emigration or assimilation. He exptai“there were very few instances of reprisal or
ostracism for past slights or wrongs. The ricH Btied in the Big Houses, hunted, shot, fishednfad,

were stewards of the Jockey Club, . . . and lagigkrtainers of guests” (263).



world and would be followed by two other mainstays of her oetmgg After TimeandLoving
and Giving The Rising Tidehowever, remains a critically neglected work along with her other
early novels despite initiating a trajectory in Keane’s careerrtisithe kind of satirical novels
her later career produced.

The Rising Tidéegins where most of Molly Keane’s early “hunting romances” ended.
Lady Charlotte McGrath is the matriarch and principal authority figtiearonlea estate,
extremely conservative and traditional in her views on parentingsbgqurand social life. She
greets the engagement of her son, Desmond McGrath, with Cynthia Harishveith approval
and excitement. Cynthia, the main protagonist, is a product of the Jazz Agenteagted in
drinking, fashion, throwing parties, and riding than the austere existeGegatlea. Tensions
begin to escalate in the novel when Cynthia befriends the McGrath daulyhiges, Enid,
Violet, and Diana, and Garonlea soon becomes a house divided when the once compliant
daughters begin openly defying and rebelling against their domineering mother &yrdnaical
social code. Cynthia and Desmond separate from the family proper when theyntodbeir
own estate, Rathglass, which soon becomes a means of escape for Diana, aratiter gy
from her mother. As Lady Charlotte’s reign begins to crumble, Cynthia’s pesgatates as she
begins raising her own son and daughter, seizes control of Garonlea aft€Hzaathtte’s death,
and establishes there her own cultural and social dominion. With the naatwkier children,
however, her power slowly begins to wane, and Cynthia realizes she is g suthe
inevitable cycle of cultural rise and fall which removed Lady Chigrfoom power. As Simon
and Susan McGrath begin to mature and outgrow the influence of the Jazatége atheir
mother, becoming less and less concerned with riding and hunting, the readezsobsailtural
changing of the guard, leaving Cynthia estranged and obsolete. Howeveritiantod social
cruelty persists even with Garonlea’s new landlord, proving that tHe dpesn'’t fall far from

the tree.



Declan Kiberd describes the kind of Anglo-Irish life depicted in rwohliee The Rising
Tideas an “embalmed” or confined existence beholden to a long-standing, regsmtial code
which disallowed those governed by it to express or display any kind of persartiirein a
social manner (370). Symptomatic of this social absence is a laierggily observable “vein of
cruelty,” pinpointed by Bridget O’'Toole as a common trait of most chasaictéBig House”
novels manifested as a conscious or subconscious tendency towards\ipR8)c This cruelty
is without a doubt a socio-psychological one, based on cultural trends thatipdawe|collide
across generations. Vera Kreilkamp confirms that “the house is theysetpsychic battles
between the generations, and Anglo-Irish life is reduced to oppressia¢decorum” (187).
These moments of violence also represent supporting material forrsolubken they categorize
Keane as a dark satirist, as these moments so often seem triviatepihtion of everyday
Anglo-Irish life. For instance, the following passage depicts an alimoginan narrator more
concerned with a servant’s error in preparing a dish than with her tvimithreak:

The funniest turn of them all took her one evening when, bent on success asaluost

added a frothing soap powder to her immortal cheese soufflé. Minor distisbanck as

threatening the postman with a knife when, for the twentieth time, her arpgadf a

letter was disappointed, were passed over, but the soap powder wadrglitténing.

(Loving and GivinglL01)

Many of Molly Keane’s novels, however, includime Rising Tideextend beyond
domestic satire into an examination of the insular, complicated dramanfodds in the Anglo-
Irish “Big House.” In other words, the novel is closer in genre to War Tragelthg isense that
the characters enact and confront violence socially on a seemirnglgdis, yet crucial
battlefield of leisure, fashion, and decorum. Keane, in fact, usitargniéxpressions extensively
throughout her prose in an attempt to portray characters as complex victoesainglent social
world over which they have no control. There is no laughter in a Molly Keaw that isn't
accompanied by a serious and distinct foreboding, her characters andréterstructing first
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and entertaining second. Incidents like the soufflé scandal, fangestwhere the narrator fails
to fully explain the servant’s violent behavior or the letter which nasréves, suggest that such
events are so common in the Big House their explanation is quite unnecessarthisr
perspective, the dark, comedic element of Keane's fiction alsessanother, perhaps, greater
function which allows the reader to observe the deeply rooted and ofteidigtosychological
state of being Anglo-Irish.

Very little physical violence occurs Rising Tidebut the social battles that take place
between Lady Charlotte and Cynthia, the two “Queens” of the novel, asgainehyperbolic
dimensions that it becomes clear that their respective estates)l€ and Rathglass, take on the
characteristics of two warring nations, and Keane’s language andnafrichniques seem to
amplify this impression. | will begin the essay by examining the two estategrtwhy they
are used to create the setting of the novel, and the effect they hdneepmtipal characters.
The cruelty carried out in different forms by the characters, iatdnsifying from generation to
generation, reveals a military-like aggression in their thoughtaetimhs which | will also
investigate. Despite the fact that this cultural war is reducedHhnless to mere satire — since the
battles are largely fought over clothing, food, social mannerisms, amdtiear— Keane is
attentive in developing a pathos in her characters who are subjectstem 8§ inequitable
gender rights and a passive-aggressive social atmosphere. Findllgisauss the role of
Keane’s narrator iifhe Rising Tidea narrator whose voice renders the insularity of the Anglo-
Irish into an epic, historical narrative.

The insularity depicted in many Big House novels, Keane’s notwithstandinfelea
challenged by some in light of historical scholarship. McCormack posits eediffasion of
Anglo-Irish culture not as remotely positioned “beyond the pale,” but musbkrdio urban,
industrialized areas. However, McCormack himself makes the distinotitween historical
veracity and cultural self-representation: “While Irish indusiddion and urban development
should not be written off as non-existent, it is still true that in Britaoidieiclass behavior was
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increasingly associated with the life of the towns while Ireland &l as a rural community
with incidental conurbations” (9). In the contextldfe Rising Tidethe physical geography
seems quite distant from any urban center. The carriage ride earyriosttl when Cynthia and
Desmond embark for Garonlea as an engaged couple seems to last milesantfmide
anachronisms may lurk in this scene, the physical layout does resemobt@d Henn’s
description of the estate he lived on as a child. He states, “thaeatleat leads off the main road
will be long, winding, perhaps as much as a mileist Essay208). Related closely to the issue
of insularity and the nature of the Anglo-Irish estate is thefiistlly ambiguous issue of
landlord-tenant relations. Henn concurs with Yeats’ pietistiwivig of history, claiming that
“the relationship between landlord and tenant varied, but was on the whot#yadkia, and
carried a good deal of respect on either sitlehgély Towel7). Seamus Deane not only disagrees
with this idealization but questions the validity of the AngloHssaristocratic stock altogether
as a Yeatsian, historical distortion:

Had [Yeats] known a little more about the eighteenth century, he would ltemized

that the Protestant Ascendancy was, then and since, a predominantly [ourgeoi

formation. The Anglo-Irish were held in contempt by the Irish-speakimgses as people

of no blood. (30)
Kreilkamp echoes Deane’s objections, arguing that Yeats and biw felvivialists’ recreation of
history represents a desire on the part of the colonists to “@dusgéorical mythology that
implicitly perpetuates systems of division” (16). It certainlgras clear that in order to ascertain
the historical nature of Anglo-Irish life and relations, the Anglskiiare perhaps the least reliable
source.

Whether or not Anglo-Irish insularity is historically accurate or gholpgizing of
history through literature, it certainly holds true in Keane’s world, whleagacters inside the
Ascendancy microcosm display an unquestioning allegiance to their fagmlibestates. This
narrow-mindedness is deployed only partially for the sake of irony but pifrt@domment on
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the psychological nature of being a citizen of the Anglo-Irish coléitiiough they rarely occur
in Keane’s novels, confrontations with the local tenantry or with amy &f foreigner are greeted
with an innocent ignorance and fear, hinting at xenopfiobie geography of the Anglo-Irish,
historically ambiguous, seems clearly markede Rising Tidén the area between the
landscapes of Rathglass and Garonlea, and the few voyages outhidealtively small patch
of countryside, to Dublin and London for instance, are so sharply segregatetthé normal
social life portrayed throughout the novel that these metropolitanseunarseem exotic and
alien even to the reader. The irony is that the atrocities that tadeiptide this imagined
“Anglo-Ireland” take on greater proportions than the struggle betwednish and British
nations. As Vera Kreilkamp suggests, “Keane’s gentry world appesarksied from history”
(182), which is certainly confirmed in one of the most memorable lines acdxhé€The war
continued much to the inconvenience of social life” (208). This demorstaaleast a surface
level awareness of external events on the part of the Anglo-lesteldas an implied attempt to
blot it from existencé

In most Anglo-Irish novels, a recurring Gothic motif surrounds the Big Hoaise the
nearby landscape, and Molly Keane’s novels are no exception. The ancketmis estate are
often described intricately and typically haunt the current inhabjtahis very often realize
throughout the narrative that they too will inevitably become envelop#ukebgstate’s unwieldy
and mysterious past. Kreilkamp describes this phenomenon within the Big gésuseas the

symbolic merging of “the decaying family with its residence” (23). In #ieeme cases of Lady

3 Cynthia and Diana iRising Tidetake an interest in listening to the natives’ stranish brogues (37).
Moynahan claims that an “attitude of research” tairthe native peasantry’s linguistic difference in
everyday life is a typical characteristic of Andtesh work (39). Molly Keane corroborates this kit her
interview with Polly Devlin when she comments thiatvas a kind of fashion then to see who could
imitate the Irishpeasant, or who could tell a good story about thémpag.). Although seh a different
time period, the closing scenesTame After Timealso come to mind as another example

* The estates of Keane’s later comeback novels @ more sheltered from history than those in early
works likeThe Rising TideThe estate dbood BehavioyrTemple Alice, seems even more rurally self-

reliant and, thus, insulated from the outside waakiseen through the eyes of the first-persoratuarr
Aroon St. Charles.



Charlotte and Diana, the estates, in fact, become emblematicabfeteeters and vice versa, so
that they are often grouped together in the prose of the narrativealib@al leaders with their
nations (64). In fact, the estates are commonly described as shaping idatisuated,
developing sentiments of pride and loyalty similar to feelings of natiorfalideclan Kiberd also
comments that “the house epitomizes order and continuity, the values ontwhiassumed that
[one] will pattern her life; but it exacts a huge tribute from its oceap@mndemning them to
cold nights and claustrophobic days” (368).

The houses iiThe Rising Tidare equipped with their own separate systems of cultural
rules and values. The world of Garonlea is characterized by tradaintiquity, and social order.
The Gothic motif trickles in and out of the description of Garonlea, a houselivethrzd dead, a
dwelling and tomb. Revealed in these narrations is an agency built intoates astocial animus
capable of creating social change while at the same time being its 6bjecoppression” Diana
attests, “belongs to the house” (34). Any breaches in normative, Galikelbahavior are met
with severe punishment, the most tragic example being Enid’s erralgmgnt. She is at first
denied contact with Arthur, an inappropriate suitor, then forced into an unwaatgdge by
Lady Charlotte after an unplanned pregnancy. Women, in particular, are helchtwairarily
high standards similar to those required of “a lady in waiting” igl@abethan court (8). This
behavior, however, is not mandated by Lady Charlotte, but by the higher poweaditiortiof
the estate itself. It is here that the reader is reminded ofttieate, subliminal, and often
debilitating relationship between household and consciousness. A sea of gglegists which

shapes the thoughts and culture of the people living there as thepastss from generation to

® Interestingly, both Declan Kiberd Inventing Irelandand Vera Kreilkamp in “The Persistent Pattern”
separately refer to this powerlessness as cultneahing.” Kreilkamp specifically references the
protagonist inGood BehaviourKeane’s only first-person narrator, and the maimerhich her upbringing
shapes her personality and behavior. Tiltaphor resonates with Keane’s military trope wsddnsively
in The Rising TideThis suggests Keane did not look favorably uponciéture’s ability to constantly
linger in the minds and actions of the Anglo-Iriahalogizing it to the brainwashing a soldier magef
when trained for battle.



generation. The narrator even testifies to the power of Garatdgiamg, “So inexact, so dim is
such a gloom, it is hard to say it is the effect of place on charaatkaw@cter on place” (16).

When Cynthia and Desmond purchase Rathglass, however, the culturehestabbse
is immediately set apart from Garonlea by an obsession with currbidrfasd an irreverent
brazenness towards tradition, posterity, and formality. There are no ghasisestors listening
and casting their shadow on every occurrence. However, one might, perhapsy begitraces
of the Gothic motif beginning to develop at Rathglass when Cynthia, drsogviee loss of
Desmond to the war, embarks on a cathartic day of riding and feels the ghastlycgref her
lost husband while riding through the trees.

As at Garonlea, there still exists at Rathglass a dominatingaldiuthority that
encourages conformity, and Cynthia, like Lady Charlotte, enforces itlesstg. The narrator
even describes Rathglass in exactly the same terms as Garonlésma#l and fashionable
court, well-filled with courtiers and ladies-in-waiting, and of theseskihi-waiting Diana was
the chief” (78). If anything, Cynthia is as oppressive a ruler as Lady Clkardto at least gave
her daughters some modest freedom in selecting and discussing their, glbibheseems to be
Cynthia’s most powerful empery. Much like a Queen, Rathglass engendenstafsp
imitation...so that soon even the moderately independent girls tried to #ee€yiithia, use the
same soap and face cream, ride like her, and do their hair for huntingriiké9e

Before Desmond’s departure for World War |, he invested in well-trained howhdsh
attracted a modest retinue of hunters and allowed the estatetofuas a large social network.
Cynthia uses this network to create a breeding-ground of sorts. She was ‘fonlipigvay she
could always secure the ones she wanted and if she planned a match sheadtesun
making it” (79). Cynthia’s matchmaking and, in fact, much of her behavdonetes with Margot
Backus’ insights irGothic Family RomanceShe explains that, historically, there is tremendous
pressure on citizens within a colony to procreate in order to maintain the cplomigtion as a
last line of defense. This pressure often results in a backlakimgotide colonial courting
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process. Colonial family roles are transformed, often becoming ¢barad by dishonest,
overbearing parents, like Lady Charlotte and Cynthia, and sterilizediongfsjike Diana and
Simon (4). Backus comments further that this societal pressurentemgifies in times of war
(183). Even if Cynthia and her fellow gentry refuse to acknowledge theaneewf World War |
to their social life, they can’t ignore its effects.

Because of Rathglass’ active and expansive riding culture, therelisaalay that isn’t
filled attending to meets, hunting, or social networking. The landscaped¢selimes the site of
social competition and hierarchy based on one’s skill and aptitude for huntinigiagdOne’s
ability to jump a wall of a certain size with speed and fluidity repriss pivotal achievement
inside Anglo-Irish culture, especially in the culture of Rathgl@ikss explains why Simon and
Susan feel such intense pressure to complete these jumps andkisedniicized when they
avoid them by going through a gate (135). The relationship between Anglo-tnishtren and
the Irish countryside is intriguing but ambiguous in the context of Molly Keanme/sls. Apart
from the violence of the hunt itself — described in more detail in her eaohels — collisions and
falls are lurking at every bend, haunting the incompetent or negladéul Ellen Wolff
addresses the quixotic nature of the Anglo-Irish’s connection with 8telémdscape in her
discussion of Keane&ime After Timewhich also expounds on the culture that Cynthia
promotes at Rathglass:

Representing the land is a charged project for the Anglo-Irish writtaporise,

romanticize, or idealise the land and the writer risks enacting a aliétsihopeless

alienation from it ... Write realistically, and she risks estrangeifitem an Anglo-

Ireland that ... did not typically acknowledge harsh realities, and oftegseagied place

as a metaphor for political power. (55)

The Irish landscape may come off as boring and dull to the Anglo-Irish imef&eaovels, but the
countryside is without a doubtore than just a mere hunting ground and riding course for the
characters ifThe Rising Tidelt acts as an appropriate metaphor for social power because of the
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competition it fosters as well as the image it perpetuates of the-Kigh as an aristocratic,
leisure class. It seems no coincidence, particularly in relationditkkmp and O’'Toole’s
comments on Keane’'s novels, that violence and injury play an integrahrtiis socially
muscular activity. But unlike her hunting romancBse Rising Tideepicts the landscape quite
ambivalently for many characters. Cynthia, for instance, uses theysidatto escape from the
grief of her lost husband, but her ride ends with an eerie confrontation @gthdhd'’s spirit.
Simon and Susan possess the greatest anxiety towards the Irish laredsoapof Keane’s
characters. For Simon, “[The fields] were places that you had to geft, thétoyou were
inexorably carried over” (129). Their trepidation and resentmendiofgrculture, in fact,
indicates early on the disparities already germinating between thgetverations.

All'in all, the space between the domains of Garonlea and Rathglassiig reditbrt of a
militarized zone. As discussed, the polarizing nature of these®stécts each character in
vastly different ways. Therefore, an examination of each charactargection to his or her
surroundings is essential for understanding the strange and often comediorbgltiaessed in
The Rising Tidstarting with Diana, a daughter of Garonlea and one of the protagufises
novel. Diana finds life at Garonlea as oppressive as a Gothic nunherim@ediately latches on
to Cynthia as a means of escaping from the boring routine and haunting atmagpbaronlea,
essentially becoming a refugee at Rathglass, adopting all oftilsecand style. Unable to escape
the maternal tyranny she was raised under, Diana is a character wharigdind of fortitude or
leadership capability as the narrator tells us from the beginnitgritge the lack of confidence
in that child. Sad for her. A pity” (10). She is the colonial refugee, unhappe iold landscape,
estranged in her new one, caught in a vague, ethereal elsewhere, barely cofs&pus
surroundings: “Two extremes, met, leaving [Diana] somewhere suspendeatimfisental
mid-air” (95). Rejecting the imposed culture of Garonlea and unablepi adcially to her new

environment at Rathglass, Diana is paralyzed in a geographical geaghsrnarrator reinforces
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Diana’s status as a powerless receptacle of cultural influenae shieedescribes her as utterly
“contextual and [one] in whom the surrounding world is concentrated” (43).

Eventually, Diana secures her escape from Garonlea and becomes Gyhtigi’lady”
at Rathglass. From this point on, she is able to look back on her days at Gardrdeara her
mother, especially during Lady Charlotte’s dying days, when “theylastries possible...were
taken out of her” (142). She describes her mother in vague, irreverestagmariwooly, futile
shadow,” diminishing, at least in Diana’s mind, the power her mother @c€Li43). She is
constantly aware, however, of the impermanence of Rathglass, her pgrantdadreads the
eventual return to her native prison, Garonlea.

Lady Charlotte’s death and funeral are precursors to Diana’s retuarenl€a. She
greets the event intensely, reacting emotionally to confrontingrafdve home and the sorrowful
memories it recalls for her. Most of all, Diana is unnerved by death (@elud state analogous
to and equally disturbing as a change of estate) and because of her awlhaaior lshe is
commanded by Cynthia to return to Rathglass after Lady Charlotte’s funeral

She hurried back to Rathglass now, and when she was over the bridge took deep

breaths of village air and avenue air and sweet, airy breath of flowershalth8he

stood breathing it in, waiting for Rathglass to heal the sickness of Garathea w

her. . . She waited another long moment, almost as though in an embrace, as if this

was a lover’s breath, this warm, light smell of flowers and air. (154)

Her homecoming to Rathglass is characterized by a fixation with thecalystisubconscious
elements of place, as she endows the estate with healing propesties will see with Simon,

another character largely, but not wholly asexual, Diana’s affeciraihé physical house seems
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eerie and perverse, as the narrator suggests she has developediateeaoga with the estate
itself.

Finally, Diana’s story can be interpreted as an allegory of the Ariglothemselves.
Diana persistently attempts to reposition and legitimize hersalfareign land, Rathglass, to
cope with a traumatic upbringing at Garonlea, which she constantly seeksdss Also,
Diana’s sole creative outlet, her gardens at Rathglass, blossoméantly Before her departure
for Garonlea is assured. Julian Moynahan recognizes the paradoxeoidascy culture and
literature which, like Faulkner’s agrarian South, “flowprst when the social formation
producing it enters a phase of contraction and decline” (9). The retuaraal& marks Diana’s
cultural decline. As she looks on her garden for the last time, she wbatdke scent of the
lilies “would haunt her with her present fear and unhappiness” (156).

Although her part in the novel is brief, Enid receives the worst senftemsednglo-Irish
custom. Enid is the more emotional McGrath daughter, largely unawarerefjtilatory social
code operating around her. This ignorance climaxes with her romantiglentent with Arthur,
an unsuitable match for Enid socially and financially. When Lady Charlottel$dnler from
communicating with him, effectively ending the relationship, Enid becomesriislate. The

overt emotional reaction Enid displays places her outside of the prewaltural norms and, as

® It may not be coincidental that this sexual kinskipreated between the only two potentially hormoaé
characters ifThe Rising TideMary Breen examines the sexuality of Keane’s pramégis in “The
Representation of Sexuality in Molly Keane’s NoveBhe examines Keane’s numerous sexually
marginalized women like Aroon Bood Behaviouas well as the ambiguously portrayed same-sex
relationships in the same novel andievoted LadiesOn the other, heterosexual extreme, the “undasira
single woman” is certainly presentRising Tidewith characters such as Diana and Susan. As Keane
phrased it in her interview with Polly Devlin, teecluded “nunnery” existence of some of her friezoid
family was something she struggled to “fight hefrele of” (n. pag.).

" Diana’s struggle with the classic anxiety of ataxally hybridized state is fascinating to paraiigih
Moynahan’sAnglo-Irish: The Literary Imagination in a Hypheeat Culture which discusses the
inextricability of the two entangled cultures ofdtand and Irelandl he possible allegorical relationships
between Rathglass and Garonlea and these natimpgatively, would be interesting to investigateHier.
Furthermore, the mirroring process that developwéen Lady Charlotte and Cynthia reverberates with
Declan Kiberd'dnventing Ireland where Kiberd attributes to early Anglo-Irish itgdas a palpable
apprehension based on similarity rather than distn.
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evidence of this separation, arouses shock and confusion in her sisteinsg Haid's tears,
Diana feels “a slap at her own extreme repression too” (65).

Enid’s attempted suicide is one of the few acts of actual violence itieahinm the novel
and is greeted initially with Keanian satire. One must, however, lookhgasbmedic
presentation and examine the scene from a deeper literary perspdutivearrator remarks on
the behavioral response of Enid’s sisters, stating that “tremendous émfigsion and upheaval
masked by a splendid show of decorum followed the discovery of Enid’s frusittgegt at
suicide” (59). This passage represents the ambivalent naturaonéerose, confusing the
modern reader with a fluffy comment about a “splendid” display of social agquetyered over
a seriously traumatic and dysfunctional event, the remark suggddtsetisacial response to a
suicide attempt is much more important socially than the attempt tb&fphenomenon arises
frequently when characters recognize a malfunctioning sotualisin, repress the “inner
confusion” which naturally arises, and instead respond with a cold, though agtergfgasantry.
Lady Charlotte’s reaction, however, complicates the scene evaerfusthen for the first and
only time in the novel she is compelled to comfort her daughter in an afféetiomaternal
embrace (62).

Although it is easy to position Lady Charlotte as the villain of the teistatguable that
Lady Charlotte is as powerless as any other character in the noveséetdhe imposed rule of
Garonlea and Anglo-Irish culture. She is, rather, a lifeless enforcdraifion handed down to
her through a long line of predecessors. The complicated, almost bureamoetiments and
routines of the household are not at all surprising or strange to the cigractading Lady
Charlotte herself. For instance, when Lady Charlotte discovers Enid'speminvolvement with
Arthur, she unconsciously follows a mysterious protocol when she plansgha‘feoart” and
sends a message to Enid to attend. During this ceremony, incidentagjijzogte of past
generations are mentioned as if they too preside over it, “lean]iitti¢ aloser to this trouble
and tension” (46). When Enid becomes pregnant by Arthur, Lady Charlotteégygtcdianges.
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Enid begs Lady Charlotte not to force her to marry Arthur, to which sheseptny dear Enid,
you have left very little choice in the matter either to me or youtgél). A hidden hierarchy
of power takes control of the situation, superseding Lady Charlotte Aarstatind securing
Enid in the position of least control.

Lady Charlotte is also governed by the overarching social order of Amgjicculture,
which demands the family appear socially balanced at all timeseXjpigins why Cynthia and
Charlotte, normally staunch opponents in all matters, agree upon the bilityoo& Enid’s
situation. In a conversation Lady Charlotte has with a girlfriend discuséihet McGrath’'s
marriage, the prospect of marriage comes off as a formal and oftengxsistuation for the
potential wife. Their discussion about breaking the news of the forthcomimizigeato their
daughters sounds more like a conversation a doctor would have letting a patienaspafies
diagnosing a disease, not the joyous conversation one imagines:

“The poor child was really upset.” [Lady Charlotte] told a very intaxfaend later,

“although | veiled it all as much as possible.”

The intimate girl-friend replied with forgivable maternal priti&hen I told Little Mabel

| saw to it that she had a good breakfast first, but even so she crieddfoltrea

thought we should never get her dressed or to church. Such innocence seems very

beautiful to me.” (64)

“Innocence”, when used by the older generation, seems to be a term carrying theticonoiota
youthful ignorance in the face of a non-negotiable social code.

Lady Charlotte’s relief over the death of Enid’s child is also barppairticularly in the
way the narrator phrases it when she states that “a dead, prematureabaoymuch simpler to
explain to her friends than a hearty live one” (72). But this barbaridect®efore on the larger
social values operating around Lady Charlotte, values which deemed acchiloub of wedlock
a supreme disaster. Lady Charlotte’'s powerlessness crystalithabevrise of Rathglass and the
loss of her daughters to marriage or defection. As the narratorgefiSharlotte and Ambrose
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[her husband] still reigned at Garonlea,” but this period of tranquilityldvcome to an end once
Cynthia is introduced as the “Rebel Queen” (73).

Cynthia’s early acceptance into the world of Garonlea introducesigrf@med disruptive
element to the prevalent culture and attitude. Consequently, it is not too fong d@asty
confrontation is triggered when Diana asks Cynthia to go for a waitkgli@atime, which Lady
Charlotte interprets as an act of fealty towards Cynthia. In an unpraeéedact of defiance,
Cynthia disobeys Charlotte’s commands to stay for tea. Relativelyisgetie incident is rather
trivial, but it is described in regal language. The narrator attenidsdy Charlotte’s movements
the way a historian would a King or Queen, and the moment itself is givendasgignificance.
As the narrator puts it, Lady Charlotte “looked up from the note she wassguvripaused a
second, raised pen in hand, and in that second in that room streaked by long moted beams of
she seemed to swell with strange arrogance among those swords of suP8ighrh{s scene
above all others positiofte Rising Tid@ot as a satirical reduction, but an epic record of
Ascendancy culture. In the context of Garonlea’s history the moment iicgighsince all of the
McGrath ancestors are watching and all of the characters invatgesibsequently changed
significantly. Throughout the rest of the novel, Diana is so “powdylessnnected to Cynthia as
to suggest to some scholars a homosexual relationship, and Cynthia is frooirthah p
mysteriously and impulsively attracted to the power of Garonle& (B®re are also two ironies
present in this scene: the irony of Diana’s escaping from one goveimessts fall into the
hands of another, and the irony of the phallic imagery of sword and pen juxaptdséhe
various feminine characters clashing with one another.

After the incident, Cynthia is intent on recapturing Garonlea from L&dylGlite,
subduing its local culture and values, and supplanting it with her own. Gargmlesemgts the old

regime and, coinciding with Jazz Age values of “make it new,” Cynthia &aboldened not

8 Mary Breen discusses the potential homosexualioakttip that develops between Cynthia and Diana in
her essay “The Representation of Sexuality in Kkkane’s Novels.”
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only to “lay the ghosts,” but to erase them from memory. Cynthia comes maffasious and
Machiavellian when she confronts the challenge of Garonlea’s “ocoopét44). Immediately
upon entering the household, Cynthia feels a latent “hostility” to the @adnlea: “she felt the
oldest, most inward character of a place must yield to her if she shoeitchitet to change it.
And she was defiant about changing Garonlea” (144). Cynthia is blatantly digiihg
conquering, seeking out the daughters individually and attempting to recrmitThe following
paragraph is most revealing of Cynthia’s militaristic social eeqgemnt with the women of
Garonlea: “Violet was captured too with talk of clothes and bridedshdiesses all planned for
Violet. She was easily capturable and except for her beauty unimp@&teamstill Cynthia meant
to have her” (35). Cynthia’s reaction to Enid’'s scandal is how best totodeeit advantage:
“Enid was neither attractive to her nor useful, so she let her be” (72).

The connections between Cynthia and the “Machiavellian” Leda fream&s 1984
novel Time After Timare surprising, like portraits of two Queens drawn in two differerd tim
periods. AlthoughTime After Timés set in a later, post-World War |l time period, Leda is an
older character, who, like Cynthia, becomes a remnant of an obsolete cultbreh8aicters use
gossip and flattery tactically to gain allegiance and to coax valu#bleriation from their
subjects in order to find their places in society. Even when discussiriggredients of a cake,
Leda feels “exhilarated by the change of tactics in the siege of Jalmper being the cook and
primary head of the family’s day-to-day operations (156). She attempibttp goison his
sisters against him in her effort to become a permanent guest of theTHoaipeesence of this
military language in one of Keane'’s later works, considered to be one aifkestisatires,
suggests that characters like Cynthia, “Demonic” females who arelpes/a their lust for
power, exist in all stages of Keane’s career after Rising Tideand should be analyzed carefully

and not dismissed as simply farcical.

° Ellen Wolff describes Leda as “Machiavellian” iartarticle “Molly Keane’sTime After Tim&(53).
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In many ways, the rearing habits of Cynthia represent a civilizgdhplegical
barbarism similar to the eugenics used by bronze-age tribes who ingpeategwborns,
refusing any defective children the right to life. As Heather Ingmamtgout, “In Keane’'s
hostile mother-daughter stories, clumsy, oversized daughters becoims wtmothers who are
perfectly adapted to their society’s view of females as aelipassive and pretty” (77). Cynthia,
for instance, inspects Susan’s body very carefully, critiquing the diorensf her shoulders as
too unladylike. Her cruel, oppressive treatment of her children istiefeof the culture she
helped shape and the broader social values of the Anglo-Irish. Krpilksm discusses Anglo-
Irish children in twentieth-century fiction as the “most avddand satisfactory victims for the
power hungry” (185). Cynthia objectifies her children as Lady Charlotteltvetaughters as
extensions of herself and her estate. This explains why both dowagersnfgallled to lie about
their children when they stray from normative social behaviors, partigutaCynthia’s case, in
matters of riding and recreation. Like the Queen’s ladies-itingaithey must reflect their
matrons as paragons of cultural values and beliefs. It is the culture, hptheveicts on Cynthia
in as restricting and influential a manner as its preceding cultted an Lady Charlotte. As
O’'Toole points out, “all the cruel women of the Big House are acting astgagiproves, which
is what makes them frightening” (126).

The children begin to develop their own social identities, howeveideutse structure
of Rathglass culture when David Colebrook is invited on a ridethgRas, where he meets the
family and is almost killed by a collision with Simon’s pony. Cynthia and Davidrbec
romantically involved, challenging each other in ways they aren’'t asoestto. Being a master
horseman in England, David gains immediate cultural capital in the IRsghgpmain, which
allows him to suggest to Cynthia to ride the children’s ponies, displacirepbial and parental
authority. Cynthia shudders at the idea of her children seeing her ride bee pbhies,
potentially failing to jump a small obstacle, and appearing vulnerable owmremilieu. This
moment is a defining one similar to the moment when Cynthia and Dianaathfydharlotte for

18



the first time. Both of these moments, incidentally, mark therkedi the older generation and
the rise of a newer regime.

Although the battle for social control in the novel is waged primasilynothers, the
paternal characters of Ascendancy literature are also subjthet stringent emotional decorum
of the Anglo-Irish and are often marginalized in family affairs. Indiapter on Molly Keane in
TheAnglo-Irish Novel and the Big Houdéreilkamp comments that “Keane’s fiction suggests
that as Anglo-Irish power erodes, gender identities shift; the foyreebmissive partner within
the Big House marriage learns to mimic and undermine the dominant mal€l&1e”She
elaborates further that, “fathers and husbands in Keane’s fictiaipdwers, shadowy figures who
have abdicated any role in governance of family, household, or country and whies¢ ofeg
their children works itself out as a passive tolerance of materrtalibes” (186). This certainly
holds true with Ambrose McGrath, more so than any other male characteane’® canon.
Ambrose is the patriarch of Garonlea estate, although you could not tell fdoahavior. His
blind obedience to Lady Charlotte, even when compelled to disagreeiswtiifdy parallels the
typical socially repressed and effeminate father figure of Big Housslsidvespite being a
peripheral character on the social battlefield, Ambrose does wage his wigabled war against
the elders and thistles on the place, and never faltered in devoted deferbiscwife, although
he differed from her wordlessly in those sturdier wars which she wagg8ld Ry this account,
Ambrose exists as a passive, barely conscious bystander in the draorddhis, but, by sheer
fact of his maleness, he remains an undeniably crucial piece in the gdmddiana, Ambrose
distracts himself with the labor of gardening, even at the risk of his owor@health. Losing
himself in a frivolous battle, which also involves uprooting oldetegi®) networks, Ambrose and
his “war,” when juxtaposed with the wars of Cynthia and Lady Charlattglizes the obsessive
desire for social control displayed by many of Keane’s female deasaBecause Ambrose

eventually dies from over-exertion while gardening, his character alsestaggat Cynthia’s
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enterprise at Garonlea, “pull[ing] the whole place up by its roots,”imatily a futile and
damning one (145).

Unbeknownst to Ambrose, the inheritance of the Garonlea propertyarllgs health,
which Lady Charlotte “for this as much as any reason” watches with ati\ateye (76). When
Ambrose finally dies, such is the ego of Lady Charlotte that she seesthisisl@d traitorous”
act, as if dying were some kind of defection or rebellion against her, agjgissession of the
house to pass to Simon and, by proxy, Cynthia (117). Ambrose exposes an irony of Anglo-Irish
culture which allows women to enforce and regulate norms and values in § Huatiet
financially marginalizes them. It is no wonder, then, that Anglo-Irishhen cultivate such a
strong interest in and devotion to the process of courtship, marriagehilhckaring. Enid’s
scandal with Arthur illustrates the dangerous complexity an Anglb-lwvoman faces when
finding a mate. Since women were only allowed property rights when no maéxisééd,
women became dependent on males and on marriage as a shared, but not necesaatigdj,
link in the family inheritance. Elizabeth Grubgeld explains that, “numesaumsen resented their
inability to inherit entailed property and openly protested the traditi@ided to the surrender of
the family house to some distant male relative” (47). Marriage, vétlitable husband, of
course, represented livelihood, a change in status, and also a chan@dﬁmtado.

Simon is also a unique character in the context of social dynamics and poggles.
He is immediately set apart from the culture of Cynthia, and this digpramsforms into a role
reversal as Cynthia in her old age becomes obsolete. Ultimately, Sirheroise who has to
corral and defend Cynthia’s outdated habits, and modernize (again) theatooigphere of
Garonlea. Simon possesses numerous feminine traits and hobbies. AlthoughaWwielenise to

suspect Simon is homosexual, there is even more evidence that he, like Khidrits & sexual

1 The words “married” and “engaged” Rising Tiddose the legality we are used to, but become
adjectives describing behavior or mood, even alhgwiromen a socially acceptable emotional outlet:
“Ecstasy and severe strain were permissible andidered both romantical and seemly under the aeispic
of that magic word — Engaged” (75).
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relationship with the household. Unlike other males in the novel, Simon isnwetyed with his
culture’s style and fashion, an area previously dominated by Cynthia, sngdg&ston is her
successor.

Simon inherits a love of parties from his mother but finds Cynthia’oteuparties
boorish and crude. As a back-handed insult to Cynthia, Simon arranges what we Wauld ca
retro party, ushering in the new tide of culture by mocking and hyperboliziagtésedent. The
narrator comments that Simon, “had never before to-night felt Garonledis ®&n. Now he
held a strange power over it, or rather with it. The house itself wasalésand equal in power”
(309). For the first time Simon is described in similar, regal terminplagw@ptured in a power-
driven state similar to Cynthia and Lady Charlotte’s campaigns, but witkiGeable sexual
charge. It seems clear in this passage that the line dividing persestatelis increasingly fuzzy,
especially when a sexual dimension is added. Garonlea is an extensiooof St simply a
thing to be conquered but a tool or resource at his disposal to conquer.

Behind all of the narrative’s drama, Keane’s narrator is busy at wamk{racting
innuendoes behind the characters and the agencies of the estatetertvemyfhard to position
Keane’s third-person, omniscient narrators inside of the social miwowhich they construct.
In The Rising Tidéhe narrator establishes this ambiguity from the beginning of the'1€01
and 2 and 3 and up to '14 we can feel about only very dimly...But we can't feel aboute¢hose y
really. Not in the way we feel about the War. There we are consciou8y(8Jl accounts, this
narrator seems very much concerned with the affairs of the outer worttelpdssage is quite
misleading as the narrator hastily enters into the trivial, leliguvorld of Garonlea and rarely
leaves it. The narrator is undoubtedly invested in the charactérhe culture, proffering her
own revival of a lost, but adored culture, a “definite period” as sheité26). The narrator is
desperate to describe in painstaking detail the feelings of isolatiompaaying the repressed
Ascendancy culture as if compensating for the characters’ lackad.vidie narrator’s tone and
language enable the reader to develop an understanding of the intaris®quggal significance
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of each social barlin a few instances, in fact, the narrator herself wishes to cast her ow
judgments on the characters, seeing the calamities and injustitéske place and deriding
them, no longer an innocent bystander. Here we see the narrator expressarghathett
towards Lady Charlotte: “God should have chastened Lady Charlotte with dioenneal or
unsatisfactory child” (8). Whether or not this comfort would have been watimévitable
suffering and torment this child would have experienced at Lady Charlotte’s iscembther
argument.

Put simply, the narrator is to blame for the warlike atmosphere in the mpfr@iming
the two dowagers as competing Queens in a constant state of upheavakridyrdgthe dramas
of the text in military language, the narrator fundamentally transfdrenfivolities of the
characters into epochal events, turning a trivial reality into a powssghary. On a larger scale,
the narrator plays the classic part of Anglo-Irish dowager herselirgnining all events
occurring outside the bubble of the Protestant Gentry even in the face of ‘énégemt World
and Civil Wars. The narrator never seems to falter in her atlegie the Irish Ascendancy, even
if, at times, she slyly mocks them.

In the closing scenes @he Rising Tidewe see the mind and spirit of a social warrior
finally commit to rest. The ironic instability looming underneath #imbiguous ending is that
Cynthia still exists as a marginal, persecuted character in tte sosmos of the novel. Apart
from her husband’s death, Cynthia never once tastes the pangs of real witerhess of
poverty, or the strife of religious or political persecution. As the empeeeated begins to
crumble around her, she is cast more and more as a hardened widow and exile aviexse sc
mind and body finally have become obsolescent. Cynthia’s only comfort by the end, anld indee
our only comfort as readers, is the mutually supportive, albeit stealoredhip between Diana
and Cynthia as they abandon Garonlea to return to the once halcyonteRtategass.

Cynthia and Lady Charlotte are just two examples of the paralysis@atian which
haunt every level of the social hierarchyTime Rising TidéwWhile Keane’s style and intention
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would lean closer towards the sardonic and farcical over the courseaaireer, this novel
remains a frightening, yet, somehow, amusing exposé of the psychologicat@tnohal state of
the Anglo-Irish. Inheriting this world from birth, the characterspamneerless victims inside a
repressive system of tradition and decorum entangled in the histdry lbbtises and landscape.
The narrator’'s own awareness of this tragic existence cigstalh one of the novel’s bitterest
passages:

The level of sadness and propriety was so secure. There would neveebk arta

change in this. No matter what happened to the McGraths who lived at Garovitea

sadness overtook them, happiness, adventure or heart-break, all wasdivdligdsto

the pattern of Garonlea . . . It would always be the same, it always had been. (66)
Sadness and propriety in Anglo-Irish novels almost always appear synonymogsinT he
isolation recognized by the narrator in this excerpt, like that ibescin so many other haunting
passages ifihe Rising Tideis always set in an inescapable and crowded social reality. It is no
wonder, then, that Keane and so many other Anglo-Irish authors greeted thifsibdigaster

with the only defenses they could muster, wit and satire.
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