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TECHNIQUES AND THEMES IN EARLY ENGLISH
AND AMERICAN NATURALISTIC NOVELS

INTRODUCTION

Commenting on the conflicting ideas developed by

scholars of literary naturalism, Charles Walcutt concludes,

These authorities are not all mistaken. On the

contrary they are all correct, But each has reached

his conclusion by looking at different aspects of

naturalism, at different times between 1890 and 1940,

and having committed himself to a confining defini-

tion he has found it difficult tolconsider other

areas and aspects of the subject.
At first glance the many books and articles on naturalism seem
to have resulted in a loss of definition of the term itself,
leading to a‘confusion about which writers should be called
naturalistic; but probably this is not attributable to faulty
scholarship but the inevitable progression toward complexity
which has occurred with other terms, such as romanticism,
realism, and existentialism. A brief survey of the main
trends of modern scholarship on literary naturalism in England
and the United. States will not only indicate how much of value

has been done but also point to some gaps which may need

lCharles Child Walcutt, American Literary Naturalism:
A Divided Stream (Minneapolis: University of Minnesota Press,

1956}, p. 3.




filling.

Two historical attitudes are developing which should
allow scholars-to put literary naturalism in perspective.
The first of these is the belief that naturalism is declin-
ing, and may even be deéd.2 Thus naturalism seems to have
ceasea to be an active literary credo and to have receded
into a comfortable niche as historical fact, The second
attitude opens the way to a new study of the complex problem
of the relationship between naturalism and realism as liter-
ary movements: certain scholars are suggesting that the
distinction between these two as methods of writing is
false and are asserting that they are really a single move-
ment.3 Although neither of these attitudes, in themselves,
reduces the problems associated with literary naturalism,
they both show that the time has come when the student can
exclude passion and apply his scholarly tools to the solu-
tion of these guestiohs.

Despite a lack of an adequate definition or any
final answer to the question of the relationshlp between

realism and naturalism, a working definition of literary

2Philip Rahv published "Notes on the Decline of
Naturalism" (reprinted in George J. Becker /ed./, Docu-
ments of Modern Literary Realism /Princeton: Princeton
University Press, 1963/, pp. 579-590.) as early as 1942,
and only James T. Farrell is willling to assert that he
is still writing in the naturalistic tradition.

3George J. Becker, "Introduction,” ibid., passim.
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naturalism has emerged among American scholars.4 Because the
very structure of the description reflects the general scho-
larly dissatisfaction with it, I present this dominating idea
in the words of Arthur Edwin Jdnes, Jr.: "The bald statement
that realism as a literary technique plus tough pessimistic
evolutionary thinking yilelds naturalism'may seem greatly
oversimplified, yet it is not a wholly inaccurate formulari-
zation."? Hartwick, Ahnebrink, Cargill, Walcutt, and many

others6

find mechanistic or pessimistic determinism to be
the factor differentiating the two fictional traditions.
Perhaps the uneasiness about this distinction springs only
from its abuse of the rules of classification--classifying
realism by the principle of technique ahd naturalism by

its philosophy. Or perhaps it has simply proved not very
efficient: are Hardy and Gissing naturalists; are Garland
and Frederic naturalists; how much of Crane's work is na-
turalistic? Despite the dissatisfaction, we seem forced to
perpetuate this distinction,

Perhaps the weakness of the distinctlion can be seen

in some of the arguments 1t has given rise to. George W.

uEnglish scholars seem to be ignoring the problem,

5Arthur Edwin Jones, Jr., "Darwinism and Its Rela-
tionship to Reallsm and Naturalism in Fiction, 1860-1900,"
Drew University Bulletin, XXXVIII (December, 1950), 17.

6See Bibliography.




Meyer has proved that the term pessimistic determinism 1is
fallacious in terms of both Zola's theory and practice.7
Both befofe and after Meyer's article, one of the primary
problems brought up about individual authors has been
whether the purpose was to lead to amelioration or to ex-
éress a complete lack of hope for mankind. Before solving
this erux for us, Charles Walcutt outlines the stand of
three groups of commentators on the optimism-pessimism
question.8 Another argument, which again Walcutt explores,
has been a favorite basis for attacks on literary naturalism
from its inception: 1if the éuthor believes in determinism,
he 1s not being logically consistent when he exercises the
freedom to write a book.

But the study of naturalism involves many more prob-
lems, some almost as basic as the description. Closely
allied to the question of the relationship hetween naturalism
and realism 1s naturalism's place in the history of ideas.
Edmuﬁi Wilson is typical of the group which sees naturalism

as a reaction to romanticism.9. Harry Levin is typical of

7George W. Meyer, "The Original Social Purpose of
tge Naturalistic Novel," Sewanee Review,L (Oct.-Dec., 1942),
563-570. .

8

Walcutt, pp. 23-24,

9Edmund Wilson, Axel's Castle: A Study in the
Imaginative Literature of 1870-1930 (New York: Charles
Scribner's-Sons, 1931), p. O.
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those who believe realism and naturélism grew out of or are,
at least, complimentary to romanticism.lo Morse Peckham,
finding "realism, naturalism, objectivism . . . characteris-
tic of the whole nineteenth-century vision," finds all the
standard terminology inadequate to express the change, and
suggests that the "objectist orientation" (realism and
naturalism) was a reaction against transcendentalism and

yet another step in the pursuit of the same,end.11 Much

more information than we now possess will be necessary be-

: fore this particular problem can be solved,

Perhaps the most complex and most studied aspect of
the history of the idea of naturalism is that of direct

sources and influences, and much of this work is excellent.

. Ba% the complexity of sources and influences is such that

-more needs to be done, especially in relation to some of

“the oversimplifications which have become standard. Even

naturalism in France--the source from which it spread to

other countries--is more complex than generally realized.
Understanding the reasons for Zola'‘s creative work and cri-
tical ideas involves a study of literary sources (Balzac,

Stendhal, Flaubert plus a knowledge of the literature he

10parry Levin, "What Is Realism?" Comparative
Literature, III (Summer, 1951), 193-199.

llMorse Peckham, Beyond the Tragic Vision: The
Quest for Identity in the Nineteenth Century (New York:
G. Braziller, 1902), p. 271.




was reacting against), scientific and pnilosophical sources
(Positivism, Taine, Darwin, the work of Claude Bernard and
"his contemporary experimenters, especially those working on
theories of heredity), and historical and economic condi-
tions in France, which, as Cargill and others have shown,
were as important as literary trends.12
As soon as one starts tracing the movement of liter-
ary naturalism to England and America, the problems become
even more diffuse. The delineation of the relationship be-
tween the English novelists and their French predecessors

has been given much attention. The two most helpful books

are W. C. Frierson's L'Influence du naturallsme francais

sur les romanclers anglals and The English Novel in Transi-

tion, 1885-1940, As Frierson notes, the process in England

is even more complex than that in France because of the
variety of models imitated by English writers: in addition
to, and often in place of, Flaubert and Zola, the English
chose to im{tate the Goncourts, Huysmann, de Maupassant, or
even gome of the lesser figures. Concurrent with the impact
of French naturalism on English writers, the Russian realists
were being read in French and German and, finally, English.
translations. As Gilbert Phelps demonstrates in The Russian

Novel in English Fiction, English realism of the 1880's and

1EOscar Cargill, Intellectual America: Ideas on the .
March (New York: The Macmillan Co., 1941), chap. ii.




1890's was the result of an amalgamation of native, French,
and Russian influences., Further complicating matters 1s
the fact that the English writers were caught up in the
fight about Ibsen, and the possibility of the creation of
the problem novel as an analogy to Ibsen's problem plays
has received too little study.

It 1s a truism that sclence had an impact on English
writers, both realistic and naturalistic, but measuring the
sources and force of this impact is again not simple,

George Eliot had integrated Comtean Pogitivism into the
novel, but the bitterness of the fight over the hypothesis of
natural éelection led writers away from her models: as Leo

Henkin in Darwinism in the English Novel shows, writers, who

were inevitably affected by the struggle, tended to become
elther evolutionary propagandists or religious apologists,

Madeleine L. Cazamian in the three volume Le Roman et les

igtes en Angleterre: L'Influence de la science (1860-1890)

traces the struggle for the integration of science in gener-
al, not Just Darwinism, into fictional forms. Some of the
dangers inherent in linking a literary movement too closely
with an intellectual movement become painfully obvious in
England. Both Meredith and Hardy absorbed some of the pessi-
mistic determinism assoclated with barwinism, and yet they
do not seem to fit into the naturalistic pattern. The two

novelists who most directly reflect the new scientific ideas,



Butler and Wells, are placed among the naturalists only by
those who blur almost all vital distinctions. Ironically,
George Moore, certainly the central figure in bringing
French naturalism to England, was almost totally ignorant
of science and thought determinism a false hypothesis.

That there 1s a connection between philosophical naturalism,
springing from scientific hypotheses, and literary natural-
ism is undeniable; the precise correlation between the two
in England is still vague,

A final variable in this complex movement 1s the
soclal and economic bonditions in England which at least
made the materials of French naturalism interesting to
English writers and adaptable to English setfings. In
whatever ways the English writers interpreted the stated
purposes of Zola and his French followers, the fact that
the effect of the French novels included an inherent pro-
test about current conditions could not be avoided., A
study of English fiction which has been nominated naturalls-
tilc shows that one of the writers' purposes was protest
against things as they were. Noting the difference be-
tween English and French naturalistic writing and remember-
ing the long tradition of protest fiction in England, some
historians have suggested that both foreign and scientific
Influences have been overstressed--that what is called

English naturalism is an indigenous continuation of an old
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tradition. As with almost all generalizations about literary
naturalism, this has an element of truth, but the question of
how much truth awaits more intensive studies of naturalistic
fiction in England and of individual English writers.

Although much more scholarship is available on liter-
ary naturalism in the United States than in England, the
same questions have received no final answers in this country.

Not only general studies like Lars Ahnebrink's The Beginnings

of Naturalism in Americs and Oscar Cargill's Intellectual

America but also more gpecialized studles like Albert J.

Salvan's Zola aux Etats-Unis, Carl J. Weber's Hardy in

America: A Study of Thomas Hardy and His American Readers,

and Royal Gettmann's Turgenev in England and America trace

the varlety of foreign influences which have affected Ameri-
can néturalistic writers. A mass of more general studies of
the American novel and Amefican 1deas as well as an even
greater mass of books and periodical studies on specific
writers and problems offers further insights into specific
influences. The impact of new scilentific ideas 1s outlined

by Richard Hofstadter in Soclal Darwinism in American Thought

and by Cargill, Curti, and a host of scholars working on
specific writers. Harry H. Clark has published several ar-
ticles on what should become a badly needed study on the
specific ways in which scientific thought affected American
criticism and literature in the last half of the Nineteenth
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Century. Charles Walcutt's American Literary Naturallsm is

more precise and more useful criticism than anything as yet
published on English naturalism.

A group of American scholbrs is even more insistent
than their English cohnterparts that what is called natural-
istic fiction was an indigenous growth in America, arising
as a protest movement. Certainly a strong case for the
gradual éhift from the harsh realism of Howe, Eggleston, and
Kirkland to the naturalistic elements of Garland, Crane,
Frederic, Norris, and Dreiser can be made. However, I think
that our nationalistic spirit has already been dampened by
the scholarship on the debts owed to foreigners by Eggleston,
Garland, and Norrls, and if 1t 1s ever possible to establish
a fairly accurate list of Crane's early reading, we will
clearly see American naturalism as part of a wider movement.

This brief review of msjor scholarly problems has ig-
nored the question of placing this movement known as natural-
ism into critical perspective. There is no doubt that
realism, sharing many common sources with the naturalistic -
tradition, represented by such nineteenth-century and early
twentieth-century figures as Joseph Conrad, -Ford Madox Ford,
Henry James, and William Dean Howells, is considered produc-
tive not only of better literature but also of more influen-
tial literature than naturalism. Although naturalistic

literature seldom elicits the cries of pain or fury that it
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once did, there are still those who see the naturalistic
method as productive of bad literature or, at best, second-
rate literature, The increasing number of studies on indi-
vidual works or authors, extremely valuable in many ways, is
doing 1ittle to further overall critical evaluation of the
movement in England and America, This is caused by a
variety of limitations: critical perspective is often
marred by the almost inevitable over-enthusiasm of the
critic for his subject; often there is a kind of specilal
pleading, such as arguing that the individual work is good
desplite or because of the tradition in which it falls; and
finally there are too often limitations arising from seeing
the author or work divorced from any tradition. Much criti-
cal evaluation 1s s8till needed.

Thus despite the mass of scholarship which has accu-
mulated on naturalism and American and English artists iden-
tifled as naturalistic, few final answers have emerged. And
it 1s only recently that the right questions have been asked
so that an orderly pursuit of answers can be undertaken.
Charles Walcutt and, more recently, Harry Levin13—-offer1ng
an instructive method but limiting himself to a study of the
French realists and naturalists--have accepted the traditional

distinction--the deterministic philosophy posited by the

13The Gétes of Horn: A Study of Five French Real-
ists (New York: Oxford University Press, 1963), passim,
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author--and then studied authors and their works in terms of
the forms, techniques, or conventions which the works exhibit.
Both attempt, finally, to describe naturalism as a literary
mode, not a philosophical attitude. What they have done in
their respéctive areas of study is the most productive ap-
proach to an understanding of naturalism that we have. They
work comparatively and fuse historical perspective with

close study of the texts.

My study is designed as a footnote to the growing
body of scholarship on the naturalistic tradition. I cannot
hope to solve a single one of the complex historical prob-
lems of naturalism which I have outlined, but I do hope to
fill a notable gap which now exists. This gap 1is the descrip-
tion of the beginnings of literary naturalism in England and
thethited States. It has been known almost since the first
signs of naturalism in Engiand and America that the natural-
ism written in these countries was different from that of
Zola., This difference 1s most often explained as a result
of the cultural differences between France and the two
English-~speaking countries, but explanations in terms of race
or Anglo-Saxon character are frequent. My purpose is, by
analyzing those books written in England and the United
St ces during the 1880's and 1890's which have been de-.
scribed as naturalistic, to arrive at some conclusions

about the nature of the early naturalistic tradition in
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these two countries,

Impliclt in my conclusions will be the variations
of these works in English from their French predecessors.
Expllcit will be major differences between the English and
American writers. Even though the moral and literary be-
liefs of the mass of readers in England and America during
the perlod which I study were not very different, certain
cultural differences between the two countries will be ap-
parent in the subjects and techniques chosen by the writers,
Also, variations in the closeness with which the wrlters of
the two countries imitate the French pattern will be notice-
able, although this study is not intended to be a study in
literary influences but simply to reflect the excellent work
which has already been done on this facet of naturalism, And
finally the variation in the aims and the skill to carry out
these aims will be obvious in each of the writers studied.
These are the primary variables with which I work within
the given constant of a group of writers nominated as
naturalistie,

My approach is inductive, as inductive, that is, as
1t 1s possible or even desirable to be in the study of 1it-
erature, My primary presupposition is that naturalism, if
1t deserves to retain its place as a fictional tradition
separate from realism, will exhibit this difference in terms

of technique as well as philosophy. Whatever the relationship
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between romanticism, realism, and naturalism, the organic
ideal of fusion of content and form underlies each. There;
fore if a deterministic attitude unites the novels known as
naturalistic, this attitude should affect the techniques of
the better writgrs. Thus part of my purpose is to isolate
those techniques, if any, which are common to naturalistic
novels and, if possible, determine whether these techaiques
are unique within the naturalistic tradition. In addition
to this presupposition, I am burdened witﬂ a group of almost
unconscious critical attitudes concerning what is good and
what is béd in fiction; an apology for these attitudes would
be an admission that I have no right to attempt this study.
I can only hope that the exercise of my Jjudgment will prove
that, if these beliefs are simply products of the tastes of
an age, these prejudices will be sufficiently timely to help
define this critical age,

The problem of limitation and selection 1s, of
course, central to the validity of this study. The most
important restriction is of historical period--that of the
early naturalists in each country. The early writers have
a speclal interest because, if they deserve the name natural-
i1st, they have relied on common literary traditions for what-
ever sets them apart from other writers in their language.
They are also the ones who won a recalcitrant public for a

new kind of writing, or at least subject matter, in their
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respective countries, With Arnold Bennett in England and
Theodore Dreiser in America, naturallsm achleved more or
less acceptance in the two countrles., Therefore, 1900 seems
a logical cub-off date for any study of early naturalism,
According to most scholars, the movement was first visible
in Fngland in the 1880's and in the United States in the
1890's. Therefore, my study is limited to two decades in
England and to one decade 1n the United States.

As there 1s no universal agreement as to whether
naturalism even existed in these two countries before 1900,
there is 1little general agreement as to who the naturalists
were or what novels were naturalistic. George Moore and
Frank Norris are most often mentioned because of their
acknowledgment of a debt to Zola. In England, other names
commonly assoclated with naturalism In general studles of
English fiction are George Gissing, Thomas Hardy, Mark
Rutherford, Arthur Morrison, Richard Whiteing, and W. Somer-
set Maugham. Thomas Hardy, because of his stated rejection
of Zolaism and because of his greatness as a novelist, has
so far refused to fit into any neat category. I hope my
reasons for the omission of Hardy as a central figure will
become clear within the study itself. Although Rutherford,
Morrison, and Whiteing deserve more study, their small out-
put and their imitativeness have led me to sacrifice them

for a more intensive study of Gissing and Maugham. It is
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also genefally agreed that none of the threevEnglish novel-
ists--Gissing, Moore, and Maugham--adhered té the natural-
istic tradition throughout their creative lifetimes. I have
focused my study oh those novels which are usually associated
with the naturalistic tradition, essentially ignoring their
later productions.

Among the writers of the United States, although
there is still no universal agreement, the choices were
easier. Of those suggested as exhibiting naturalistic
characteristics during the early period, Hamlin Garland,
Stephen Crane, Harold Frederic, Frank Norris, and Jack
London, I have included the first four, although Frederic's
naturalistic novels were limited to, at mogb, two, and
thus I have subordinated my treatment of him within a
chapter on Crane. London's major creative works were
ﬁritten after 1900 and thus fall outside the scope of my
study.

Although any omission weakens the historical com-
pleteness of my study and my particular selective procedure
may be defective, by focusing on six authors from two coun-
fries, I aschieve a kind of symmetry which makes the task of
comparison easier, Gissing and Garland are "adumbrations"¥

of naturalism; Moore and Crane, both serious artists, at-

14Walcutt, p. 45,
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tempted to achleve a form and a style appropriate to a new
subject matter; Maugham and Norris attempted to fuse older
traditional forms and techniques with those they learned

from the French, But even if my selective process 1s faulty,
I hope that the comparisons which I develop will isolate
certain conventions common to these writers and will throw
gome light on the historical development of literary natural-
ism in England and the United States.

A final word of warning 1s required to keep the cri-
tical record straight. I am under no delusions about the
absolute aesthetic value of most of The works analyzed
within this study. Most of them have earned thelr current
place in obscurity. However, as a part of an important
tradition, they deserve study. I have felt it necessary to
arrive at critical judgments on most of these novels because
in the historical study of the tradition a delineation of
the ways both in which individual works fail and in which
they succeed is important. I hope I have sucéeeded in
Judging these novels as autonomous works, nbt simply as
part of a limited tradition. I have tried to avoid the
common error of judging works in relation to their success
or failure to fif into & preconceived plan. 1In other
words, I have tried to avoid the limitation of calling

these books good or bad naturalistic novels in order to
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make the more important distinction between good and bad

novels,
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CHAPTER I
GEORGE GISSING: THE NEW SUBJECT MATTER

The earliest recognition of liferary naturalism in
England was an attack on the cerudity of the subject matter,
and it is generally recognized today that one of the most
4important results bf naturalism was the modern writers' gain-

ing a greater freedom of fictional content, In 1864 Edmond

and Jules de Goncourt in thelr preface to Germinie Lacerteux
clearly stated that a new content was part of the program for

the novel as "contemporary moral history":

Living in the nineteenth century, in a time
of universal suffrage, of democracy, of liberalism,
we asked ourselves if what is called "the lower classes"
did not have a right to the Novel; if that world be-
neath a world, the people, must remain under the
literary interdict and the disdain.of authors who
have so far kept silent upcn the soul and heart which
it may have, We asked ourselves if, for the reader,
there were still, in these years of equality in which
we live, unworthy classes, troubles too base, dramas
too foul-mouthed, catastrophies too little noble in
their terror. We became curious to learn if that con-
ventional form of a forgotten literature and a van-
ished- society, Tragedy, was definitively dead; if in
a country without caste and without a legal .aristo-
cracy, the troubles of the little and the poor could
speak to interest, to emotion, to pity, as loudly as
‘the troubles of the great and the 'rich; if, in a word,
the tears which are wept below could cause weeping,

19
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as do those which are wept above .l

This focusing downward in the social scale--the treatment of
the impoveriéhed, the uneducated, the socially outcast--when
carried on by Zola and others became the touchstone for the
identification of the new movement of the novel originating
in France. The new subject matter, although not definitive
of the néturalistic novel, appealed to several of the young
writers in England.

Although the reasons given for the choice of the new
subject matter by the French writers who were trying to fuse
science and literature are numerous and contradictory, a cur-
sory reading among the early works which are identifiled as
naturalistic shows that the choice of subject matter is the
trait in which there is nearly unlversal similarity. This
use of "the nether world" as matter for fiction had a pro-
found effect not only upon the shocked readers of L'Assom-

moir, The Mummer's Wife, and Maggie but also upon the tech-

niques of the novels themselves. One of the ways of seeing
the effect of the new subject matter on other elements of
the novei is fo look at the earliest example of the con-
scientious use of the new subject matfer in England, the

work of George Gissing.

lQuoted in Erich Auerbach, Mimesis: The Representa-
tion of Reallity in Western Literature (Garden City: Double-
day & Company, Inc., 1957), p. 430.
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Gissing (1857-1903) 1s consistently identified as a
naturalist in survey studies of the English novel. The 1den-
tiflcation is usually Justifled by two elements found in his
novels~~-a pessimistic tone and a proletarian or lower middle
class setting. Critics who focus on Glssing alone either dis-
agrée or equivocate when faced with the question of his
naturalism. Swinnerton asserts that Glssing 1s not even a

realist but "a romantic historian of life."2 Gettmann finds

his novels "in origin and purpose . . . akin to the novels of

Jane Austen and George Eliot."3 Donnelly calls The 0dd Women

"an important specimen of the style of Zola on Victorian
so1l."# But there is almost universal agreement, from H. G.
Wells in 1897 to the most recent scholars, that the works of
Gissing exhibit some differences from those of the English
novelists who preceded him and that his works show some kin-
ship to the works of the "modern" novelists. As Samuel Chew
phrases it, "George Gissing is the most important figure in
the period of ftransition from the Victorlan to the modern

novel.,"?

Frank Swinnerton, George Gissing: A Critical Study
(New York: George H., Doran Co.,, 1923), p. 86.

3Royal A. Gettmann (ed.), George Gissing and H. G.
Wells: Their Friendship and Correspondence (Urbana: Univer-
sity of Illinois Press, "1961), p. 21,

uMabel Collins Donnelly, George Gissing, Grave Come-
g%an (Cambridge, Mass.: Harvard University Press, 1054), p.

SAlbert C, Baugh (ed.), A Literary History of England
(New York: Appleton-Century-Crofts, inc., 1954), p. 190,
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Until the last five years, much more scholarship had
been expended on Gissing's life than upon his works. However,
Swinnerton, dorrectly pointing to the major flaw in his novels,

found Gissing too personal to be a realist,6 and the close re-

lationship between the'author's life and his work has been
recognized ever since, thus Jjustifying much of the study of
his biography. The most important, and the most generally
over-stated, fact of Gissing's life was his constant struggle
against poiérty, either a real or an imagined threat. Born
in the Midlands, after the death of his father in 1870,
Gissing continued to study strenuously and won a scholarship
at Owens College, Manchester, where he was a promising classi-
cist until he was caught stealing money, presumably to ald a
local prostitute with whom he was involved, Escaping his
disgrace by going to the United States, he taught in Massa-
chusetts, wrote some short stories for a Chicago newspaper,
and finally, finding poverty in America more unbearable than
disgrace in England, returned home, determined to be with the
fallen Nell, the Manchester girl for whom he had suffered,

He went to London to become a writer, where he was Jjoined by
. Nell and legaliy married to her in 1879. The early years in
London were undoubtedly difficult: he had to pay for the
publication of his first novel in 1880 with a portion of a

small legacy he received upon his majority; his income from

6Swinnerton, p. 149,
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writing was almost non-existent; and he and his ‘wife moved
from one 1odéing house to another in the cheaper sections of
London as his finances fluctuated. But his first novel
brought an end to the worst of his economic difficulties by
attracting Frederic Harrison, president of the English Posi-
tivist Committee, who arranged for Gissing to become a tutor
to his own sons and as many other students as Gissing chose
to take. Although one would never guess it by reading Giss-
ing's letters, which are filled with complaints and fears
about money, Gissing was never again in danger of privation
of the necessities of 1life, although the total income de-
rived from a prodigious amount of writing seems rather poor
recompense for Glssing's struggles.,

As his financial problems became less acute, his per-
sonal problems increased. In addition to his dislike of
tutoring andAhis strenuous efforts to increase his fictional
output, Nell, with no symbathy with any facet of Gissing's
intellectual life, became intolerable with her verbal at-
tacks and tendency toward alcoholism. She and Glssing
separated, but until her death in 1888 she remained a finan-
cial and emotional burden. Idealist that he was--at least
about marriage--he married another uneducated girl in 1891.
But again lack of common interests led to separation from
Edith Underwood Gissing, and as there were now children, the

emotional strain on Gissing was even greater. His fear of
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his second wife led to a series of melodramatic hideouts and
finally an abandonment of England to spend his last years on
the continent with Gabrielle Fleury, an educated French
woman whom he met as a result of her desire to translate one
of his novels.

His painful mismatches, his desire for and insecurity
with cultured society, his sympathy with and then aversion
for the lower classes with whom he lived during his early
years in London, his struggles with his liferary ideals and
with publishers and public--all of this is reflected again
and again in his novels. But the more pleasant aspects of
his 1ife-§his friends, including Meredith and Wells, his grow-
ing security in the world of letters, his enjoyment of
Italy--are found only in his travel book and his late in-

tellectual biography, The Private Papers of Henry Ryecroft.

On turning to his novels, one recognizes the truth of Sha-
fer's assertion that "to a peculiar extent he /Gissing/ lived
what he wrote and made the study of his books inseparable
from the study of their author,"T

However, with fhe exception of the few early years
in London, there is no chain of events apparent in Gissing's

life which explains the cause of his decision to abandon the

7George Gissing, Workers in the Dawn, ed. Robert
Shafer (New York: Doubleday, Doran and Co., ¢. 1935),
I, xxviii.
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traditional novelistic subject matter of the great Victorians.
His youthful admiration of Thackeray and Dickens persisted
throughout his 1life; in fact, the later realists are rather
cruelly treated when he compares them to Dickens in his cri-
tical study of Dickens (1898). Structurally and technically,
as the famiiiar'historical story goes, hils first novel was
typical of the "three-deckers" which had dominated the Eng-
1ish novel since Scott. Important questions are not only
why but how this lower middle class, classically educated
young man broke with the dominant English tradition.

That Glssing's break with tradition was gradual
rather than dramatic 1s 1llustrated by his first published
novel, which is traditional in both theme and purpose.

Workers in the Dawn (1880) is a social reform novel, one of

the most popular types in England before 1880, On Novem-
ber 3, 1879, Gissing reports that he has finished the book
and describes its function: "The title is to be Far, Far
Away--a somewhat singular name, but which, I think, conveys
the ldea of the book, which is very greatly directed to
soclal problems, principally the conditlons and prospects
of the poorest classes."S Earlier he had outlined the par-
ticular problems which he thought needed attention: "The

8A1gernon and Ellen Gissing (eds.), Letters of
George Gissing to Members of His Family (BosTon: Houghton
Miffiin Co., 1927), p. 50.
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establishment of a complete system of education, supplemented
by a thorough network of free libraries, 1is the first thing
to be aimed at., To that end we have a destructive task to
perform; we must destroy the state church, and do our utmost
to weaken its hold upon the popular mind. By hacking away
here, and ploughing there, surely the field will at length
be got into something like a fit state for the sower,"9d
Using the novel in the tradition of Dickens, Reade, and Gas-
kell, he brought to it, he thinks, a more coherent philoso-
phical basis for social criticism than these novelists--the
positivism of Comte, the Religion of Humanity.10 Even here,
however, he had been anticipated by George Eliot, who had
integrated positivist doctrines within her novels.

In the handling of his subject matter, he links him-
self with George Eliot and the other realists as opposed to
the more sensational sociological novelists: "My novel is
only deficient in dramatic interest in the sense in which all
the best novels afe deficient. It is not sensational in plot,
since its object 1s to depict real 1ife."1l Here 1s the recog-
nition, central to both the realistic and naturalistic tradi-

tions, that the depiction of "real 1life" requires a new

9Tpid., p. 43,

10ghafer's suggestion that the Positivist ideas spoken
by Helen Norman are those of Gissing is valid.

114, and E. Gissing, p. 56.
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principle for organizing action. In rejecting the "sensa-
tional" at the expense of "dramatic interest," he is sup-
posedly renouncing unmotivated and improbable events as well
ag manipulation of plot to achieve a happy ending. This
search for a new besis of organization of plot, or, as some
would have 1it, the rejection of plot, 1s central to the tra-
dition I am studying, as I hope to demonstrate; but as I also
hope to show, a new sensationalism replaces the old so that
Gissing'é renunclation, important as it is, must not be taken
too literally.

The weakness of Gissing's first novel is not only a
result of his inability to apply his theories but also to
some inconsistency in his theories. With the lack of logic
of the rejected author, he wro%e to his brother refuting the
charge of a publisher's reader that the novel was only a
vehicle for doctrinal opinions: "It 1s not I who propagate
a doctrine, but the characters whose lives I tell. Because,
I choose to take my subjects from a sphere hitherto unused by
novelists, shall I therefore belaccused of making fiction the
vehicle of doctrinal opinions."l2 He is groping toward the
concept of the objective author whose attitude is apparent
only in the structdfe of the work, not in authorial comment,

but both the inconsistency of his statements in his letters

121b1d., pp. 56-57.
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and his practice in his first novel show how far he was

from being able to put this ideal into practice., His claim
to a new subject matter, however, has a factual basis. Drawn
to radical ideas by his reading, his experience, and his only

" intellectual friends, Harrison and Eduard Bertz,i3 Gissing,

using ideas, many techniques, and a purpose already a part
of the tradition of the English novel, set out to amellorate
the conditions of the lower middle classes and the prole-
tariat by picturing the misery of thelr lives in the Lohdpn
of the 1870's, Unlike the earlier English novellsts who had
treated the lower clagses as subject matter, he attempted to
reject comic and what he called "sensational" effects in or-
der to portray the milieu realistically.,

Workers in the Dawn would have been a better novel if

Gissing had possessed the skill and clear-headedness to carry
out his intention of writing a novel of social propaganda.

It exists rather as a record of the emotional and intellectual
confusion of Gissing himself, exhibiting not only "an alle-
glance divided between social reform and art,"l4 a pattern

which Korg finds running throughout Gissing's work, but also

137ne early influence of this idealistic socialist on
Gissing is hard to assess since, for all practical purposes,
thelr correspondence before 1888 has not been found.

M racob Korg, "Division of Purpose in George Gissing,"
PMLA, LXX (June, 1955), 323,
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an uncertainty about the relationship between ideals and
practicality>in all phases of life--moral, economic, and
soclal. Basically the subject is that of "the sensitive
young‘man";-the youth seeking a place in society but fail-
ing to find it because of some defect in character.15 The
unwieldy structure is built around a series of contrasts
between the milieux through which Arthur Golding progresses:
these include the horrible poverty of Whitecross Street; the
narrow'wqud of respectable workmen; the economically pre-
carious existence with the radical printer Samuel Tollady;
and the economically and socially static worlds of the Normans
and the Greshams, representatives of the artistic and cleri-
cal proféssibns. Gissing used three techniques to present
his theme of social reform: shocking descriptions of the
environment of the lower classes, over-simplified characteri-
zation, and, for the posgitive reforms he advocated,propagan-v
distic set pleces, either spoken or written, by reflectors
of the author's opinions--Helen Norman, Samuel Tollady, and,
at times, Arthur Golding.

Neither the protest presented through stock charac-
terization, limited to those characters on the upper social
levels, nor the social preachments are integrated with the

central problem of the novel. Gissing's primary attack on

15Roy Male (ed.), Types of Short Fiction (Belmont,
Calif,: Wadsworth Publishing Co., n, d.), p. 1l.
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the church is exhibited in the characterization of Orlando
Whiffle, a grotesque who is treated with too much sarcasm

to be comic, and his son, a despicable seducer, who enters
the church following his unsavory career as rake. His at-
tack upon economic repression, th;gggh characterization, is
confusing. John Waghorn, owner of the property in which

Mr, Tollady has his shop, a villainous forecloser of mortgages,
and an unfaithful husband to Maud Gresham, 1is the standard
"diabolical scoundrel."l® Gilbvert Gresham, who as guardian
of Helen Norman falls in love with her, 1is a skeptic whose
lack of Values leads to hypocrisy. The effect of these char-
acters, intended or unintended, is to lead the reader to be-
lieve that money and morality, in some strange way, are in-
compatible, The preachments of the sympathetic characters
fail to become integrated as elements of plot or characteri-
zation; they exist as interesting examples of what a young
writer, full of undigested reading, believed in 1879. Neither
the oversimplified characters nor the expressed social be-
liefs are necessary to the central subject of the novel--
Arthur Golding's struggle for social recognition, his reso-
lution of the conflict between art and diréct gsocial action,
his search for love, first with a girl of the streets and

later with the ideal of perfection, Helen Norman,

165, and E. Gissing, p. 46.
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But my primary concern with this first novel 1s to
notice the nature and function of the new subject matter, It
consists of descriptions of a slum and a lower middle class
district of London and characterization of certain types in-
habiting these environments. Characteristic of the way in
which the physical background is established 1s the opening
of the book where Gissing describes the vice and squalor of
the inhabitants of Whitecross Street and the interior of a
typical apartment building. He easily makes his point that
the environment 1s destructive. The description serves both

as social protest and as prophecy of what Arthur Golding will

‘become if his environment is not changed. Gissing's descrip-

tiong are not centered upon things, a trait often associated
with the naturalistic éradition, but upon people. It is sel-
dom the ugliness of the physical background but the degrada-
tion of the people which shocks the reader. His pictures of
the way of life of the inhabitants of repressive environments
create some of his most effective isolated scenes., The most
striking examples of this material are those chapters describ-
ing the activities of the people during a holiday. He pic-
tures, with a tone of disgust, the general drunkenness of a
Christmas Eve in Whitecross Street. Later using one of
Arthur's landlords as a typlcal famlly, he shows the harmful
morai and economic effects of the English Christmas., Although
these chapters remain reflections of the author's idiosynéra-

tic beliefs rather than insights into social problems or
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human actions, they demonstrate the new kind of sensational-
ism Gissing created to replace that which he rejected. These
scenes are clearly designed to elicit shock and disgust.

The characterization of the people of the lower
classes 1is more nearly an innovation than his use of
setting, Although not totally consistent, Glssing refuses
to equate poverty with goodness as so many of his prede-
cessors have done. Mrs, Blatherwick and her son Bill, with
whom Arthur lives for a time, are crude, sadistic, and un-
scrupulous. Among workmen of a little higher class, Arthur
finds kindness as well as a practical selfishness. There
are numerous lower class characters, both morally good and
bad, but the best and most'complex example of Gissing's
ability to use his new material is the creation of Carrieh
Mitchell. Full of humane ideals and unconscious sexual
longings;‘which are only veguely suggested by Gissing,
Arthur @Golding marries this lonely, pregnant (by Augustus
Whiffle) 1ower class girl, Her exhibition of gratitude and
selfishness, love and hate, acquiescence and aggresslve
attack and the dramatic presentation of her 8low destruc-
tion by alcoholism, leading her to prostitution, are e“fec-
tive and novel. Canrie 's story, used here as only one of
the many involvements of Arthur, is an embryonic naturalistic
novel, Although he generally avoids sentimentalizing his

characters of the lower worlds (Samuel Tollady, a kind of
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Squire Allworthy with no ironic overtones, is an exception),
thus exhibiting the kinds of effects which can be gained
with these characters, Gissing allows this tendency toward
innovation to be lost in the confusion of events in Arthur's
story. Arthur himself may be an example of the new subject
matter, but it has nothing to do with that which is typical
of a class. .He is peculiarly classless, feeling at ease
nowhere and sharing only momentarily the attitudes of any
of the groups presented in the novel. There is new subject
matter in the book--an unsentimental treatment of lower
class characters, setting, and action--but its.tehdency to
be extraneous to plot and theme creates the impression that
the earlier Ehglish writers were wise in not using if.

To the readers of the eighties who had not read
George Eliot and to unwary modern readers, the discussion
of'determinism might appear as a new and effective element,.
Samuel Tollady is made to expound the Spencerian idea that
individuals can, through the exercise of will, do nothing
to aid or retérd the inevitable course of éivilization
toward perfection.17 And Arthur's flight to America and
final suicide--flinging himself into Nlagara Falls with a
cry of Helen on hls lips--is explained by Gissing:

The secret of his life lay in the fact that
his was an 1ll-balanced nature, lacking that element

17, Gissing, I, 161.
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of a firm and independent will which might at any
moment exert its preponderance in situations of
doubt, Hence it resulted that he was one of those
men whose lives seem to have little result for the
world save as useful illustrations of the force of
circumstances--one of those whom had Fortune di-
rected his path among congenial scenes, might have
developed a rich individuality. As it was, though
noble impulse unmistakably constituted the soil of
his mind, adverse circumstances forbade his giving
to the implanted seeds that care which_might have
nourished them into flower and fruit.18
The clarification of "circumstances" comes with the words
"more congenial scenes"; environment has prevented Arthur's
attaining his potential maturity, Jjust as it has determined
the fates of many of the minor characters of the novel. But
Gissing's lack of clarity in this passage reflects his own
confusion: the initial stress in the passage is on the de-
terminism of character, and certainly character as deter-
mination of fate 1s not new. We are left free to believe
that free will is a reality but that Arthur as an individual
was weak. But even this level of determinism is apparent in
the novel only as assertion, not exhibited in the action.
The "circumstances" are neither from character nor
from environment but spring from the imposed plot, sub-plot,
and sub-sub-plot. An example 1s the crucial event of Arthur's
separation from Helen, causing hls pursuit of Carrie and all
his ensuing troubles: the separation is not caused by Arthur's

character or by environment but by Mr. Gresham's Jealous love

181pi4., II, 378.
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of Helen. The end of the novel is as carefully plotted away -
from a happy ending as the earlier novel was toward the happy
ending. Both Arthur and Helen, having escaped their oppres-
sors, have been reunited and have expressed their love for
each other, But Helen discovers that Arthur is married, and
idealistically, she sends him back to the impossible life
with his wife., Having rejected happiness for both of them,
Helen dies and Arthur melodramatically kills himself. The
difficulty is that the unhappy ending has not grown from the
get of forces developed in the novel., Art, social purpose,
development of an independent character capable of withstand-
ing the preSSures~of outworn dogma--all of these values are
sacrificed thematically Yo allow the unraised, as yet, con-
flict between love and honor to be resolved in favor of a
concept of honor that appears silly at best., Here we are to
assume strength of character shows itself, for Helen is the
ideal, Any remnants of the intended theme of the interrela-
tion between character and environment is destroyed bybthis
action based upon moral standards more appropriate to the
early Victorians than to a novel searching for solutions for
social problems, Through his insistence upon carrying out
his, at best, unlikely plot, Gissing makes his novel reflect
an ethical standard which, even in 1880, must have seemed
oufmoded rather than any new or "natural" morality.

The only Jjustification for this rather extensive
treatment of this first novel 13 to 1llustrate what Gissing
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borrowed from an older tradition and to investigate his early
struggle toward a new tradition., Seccombe's description of
the earlier Victofian novel--"moral thesis; plot, underplot,
-set chéracters, descriptive machinery, landscape coloring,
copious phraseology, Herculean proportions . . . ."19--1s an
adequate delineation of Gissing's first novel, Authorial
intrusion is ﬁhe most common technique for transitions: the
novel opens wiﬁh "Walk with me, reader, into Whitecross
Street . . ."%0 not atypical is a later transition: "The
reader--whom it is the author's happy privilege to suppose
profoundly interested in the book before him--may possibly
have felt some little inquisitiveness relative to Mr., Gil-
bert Gresham's movement . . . ."2l Donnelly describes the
effect gained by this technique: we see the author as "an

officious leader of a Cook's Tour of the slums."22 The novel

falls through Gissing's inability to control the structure
which he had inherited from the Mid-Victorian novelists., The
plot obliterates the social theme--any hope that the workers
are living in the dawn of a new and better society is given

by Tollady's assertions, not the action--and makes the new

19Thomas Seccombe, "Introduction," in George Gissing,
The House of Cobwebs (London: Constable & Co., 1931),
p. viii,

20g, @issing, I, 1.
2l1pid., I, 224,
22Donne11y, p. 68,
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subject matter--a complex view of the characters and lives

of the lower classes--seem incidental. Workers in the Dawn

is a totally English book. Gissing's economic and social
radicalism led him to include new subject matter in a novel
with a traditional pattern and purpose.

Between the publication of Workers in the Dawn and

the publication of his next novel in 1884--the longest
period between books in his career--Gissing was seeking a
solution for the problem he had raiséd for Arthur Golding:
is the proper function of art propagandistic or wholly
aesthetic? ILate in 1880 he seems to have no doubts: "I

mean to bring home to people the ghastly conditions (material,

mental, and moral) of our poor classes, to show the hideous

injustice of our whole system of society, to give light upon
the plan of altering it, and, above all, to preach an en-
thusiasm for just and high ideals in this age of unmitigated
egotism and 'shop.' I shall never write a book which does
not keep all these ends in view."23 Mcreover, in 1881 he be-
gan dating his letters according to the Positivist calendar
and became active in a socialist society. In October, 1882,
however, he writes of "The pessimistic article ., . . /which/
has developed into nothing more nor less than an attack on

n24

Positivism. He continues by asserting, with some uncertain-

23a. and E. Gissing, p. 83.
2h1bid., p. 120,
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ty, that his new ideas will lead his writing toward "philoso-
phico-soclal speculation., I feel more inclination at present
to write in this abstract way than to go on embodying theories
in fiction. But I suppose one cannot hope to strike the
final course at all events before thirty."2> By February,
1883, Gissing is struggling toward a new artistic ideal:
"This book /an unfinished work/ is addressed to those for
whom Art is dear for its own sake. Also to those who,
possessing their own Ideal of social and personal morality,
find themselves ab;evto allow the relativity of all Ideals
whatsoever."20 And in May: "Only this, I am growing to
feel, that the only thing known to us of absolute value is
artistic perfection. The ravings of fanaticism--justifiable
or not--pass away; but the works of the ‘artist, work in

what material he will, réﬁain, sources\of health to the
world."eT What is happening to the yohng Gissing is fairly
obvious: finding}Positivist and economic and political
radical values inadequaté;”he is searéﬁing for new values:and
discovering only the "relativity of all Ideals whatsoever,"
Facing the dominant issues'of the lasﬁ half of the Nineteenth

Century in England, he sought the absolute in aestheticism,

251b1d.
21p14d., p. 122.
2TIpid., p. 126,
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Shelley, as .Korg suggests,28 may be the influence leading
him away from didacticism in art, but several French theo-
rists may have played a part in this change. In July he
outlines his new aesthetic position:

I am by degrees getting my right place in
the world, Philosophy has done all it can for me,
and now scarcely interests me any more. My attitude
is henceforth that of the-artist pure and simple.
The world is for me a collection of phenomena.
which are to be studied and reproduced artistically.
In the midst of the most serious complications of
life, I find myself suddenly possessed with a great
calm, withdrawn as 1t were from the immediate in-
terests of the moment, and able to regard everything
as a picture. I watch and observe myself Just as
much as others., The impulse to regard every Junc-
ture as a "situation" becomes stronger and stronger.
In the midst of desperate misfortune I can pause
to make a note for future use, and the afflictlions
of others are for me materials for observation.
This, I rather think, is at last the final stage
of my development, coming after so many and various
phases, Brutal and egotistic it would be called by
most peopls What has that to do with me, if 1%
is a fact?29

This, as Shafer observes, 1s the statement of a man who has
édopted the program of art for art's sake.30 But the

passage does not reflect Shelley or even Gautier so much as
Flaubert, the Goncourts, and Zola, The stress on "phenomena,"

"ract," and "observation" echoes Zola in Le Roman Experimentale,

published in 1880. Therefore, by the end of 1883, Gissing had

2gorg, PMLA, LXX, 325.

29A. and E, Gissing, pp. 128-129.

BOShafer, in G, Gissing, I, xxvi.
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his original interest in a new subject matter for the novel
bolstered‘by a new aesthetic.

In his next five novels, Gissing searches for struc-
tural principles and techniques to make his new aesthetic

effective., The Unclassed shows an improvement in technique

over Workers in the Dawn, but the same major flaws persist:

as H. G. Wells stated it, it is "plottesque" and filled with
"exponent" characters who function only as Gissing spokesmen3+
Waymark, speaking for Gissing, outlines his ideals for the

novel:

Let me get a little more experience and I will write
a novel such as no one has yet ventured to write, at .
all events in England . . . . The fact is the novel
of every-day life is getting worn:out. We must dig
deeper, get to untouched social strata, Dickens
felt this, but he had not the courage to face his
subjects; his monthly numbers had to lie on the
family tea table; not virginibus puerisque will be
my book, I assure you; but for men. and women who
like to look beneath the surface, and who understand
that only as artistic material has human life any
significance,32

Only in the description of Litany Lane, a slum area, in the
irony that his idealistic herolne is an occasional prostitute,
and in the delineation of the destruction of another shrewish
wife does Gissing explore the "untouched social strata" in

this novel, It 1s significant in terms of proving Gilsaing's

3lgettmann, pp. 247 and 251,

3?Ge0rgu Gissing, The Unclassed (London: Ernest

- - - - T n
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knowledge of“gurrent French literary battles that Waymark's
novel is castigated by critics as one of the "unsavoury pro-
ductions of the so-called naturalistic school,"33

Gissing worked simultaneously on two novels. of upper

class life, Isabel Clarendon (1886) and A Life's Morning

(1888), but was warned by a reader for Chapman and Hall,
George Meredith, to return to "low-life scenes . "34 Writing

of Isabel Clarendon, Gissing shows his concern for a realis-

tic structure., "I have done my best to make my story as re-
alistic as possible, The ending 1s as unromantic as could

be, and several threads are left to hang loose; for even so
it is in real life; you cannot gather up and round off each

person's story."35 Demos: A Story of English Socialism

(1886) is as didactic in purpose as Workers in the Dawn; how-

ever, it 1s an attack on all the values which the earlier
nove! was intended to preach., With a plot based upon lost
wills and multiple loves, the novel shows little improvement

over The Unclassed., It is structured around a series of con-

trasts between the aristooratic beauties of life and nature
in a oountry town and the proletarian uglineas of London, The

climactic mod soene is effeotive and has elicited the

53_‘_)_19.” P 2780

nQuoted in Donnelly, p. 84,
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3lgettmann, pp. 247 and 251.

32George @Gissing, The Unclassed (London: Ernest
Benn, Ltd., 1930), p. 112.
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knowledge of“qurrent French literary battles that Waymark's
novel is castigated by critics as one of the "unsavoury pro-
ductions of the so-called naturalistic school."33

Gissing worked simultaneously on two novels. of upper

class life, Isabel Clarendon (1886) and A Life's Morning

(1888), but was warned by a reader for Chapman and Hall,
George Meredith, to return to "low-life scenes."34 Writing

of Isabel Clarendon, Gissing shows his concern for a realis-

tic structure. "I have done my best to make my story as re-
alistic as possible. The ending is as unromantic as could

be, and several threads are left to hang looge; for even so
it is in real 1life; you cannot gather up and round off each

person's story."35 Demos: A Story of English Socialism

(1886) is as didactic in purpose as Workers in the Dawn; how-

ever, it 1is an attack on all the values which the earlier
novel was intended to preach. With a plot based upon lost
wills and multiple loves, the novel shows little improvement

over The Unclassed. It 1s structured around a serles of con-

trasts between the aristocratic beauties of life and nature
in a country town and the proletarian ugliness of London, The

climactlic mob scene is effective and has elicited the

331pid., p. 278.
34quoted in Donnelly, p. 84.
35A. and E, Gissing, p. 164.
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inévitable comparisons with Zola's presentations of crowds,
In Thyrza (1887) both structure and technique imprové. For
the first time in Gissing's novels, the everyday life of the
London poor 1s presented for itself rather than as a bad ex-
ample. to be contrasted with the life in a better environment.
The plot 1is still centered on a love triangle, but Gissing

is more interested in the people than in a series of problems,
and thus coherence is mailntained, By abandoning his search
for the typical, thé soéiaily signifiéént, in 6rder to fo;;s
on unique and generally admirable central characters, Gissing
achieved one of his few popular successes and also & novel
which has been generously treated by subsequent critics. The
title itself, the name of the heroine, is indicative of
Gissing's shift of emphasis from class problems to the indi-
vidual character, Between 1880 and 1887, Gissing learned
many artistic lessons. He galned greater distance between
himself and the reader, thus increasing irony and subtlety of
effects. He discovered complexity of characterization and
means to present it to the reader. Although still working

" within the rather awkward three-volume tradition, he made
some progréss'toward finding adequate structural patterns for
his novels,

Most eritics have found The Nether World (1889) the

most nearly naturalistic of any of Glssing's novels. In

this novel Gissing studies the world of the lower classes in



43

minute detail., Abandoning the focus on a few characters
with which he gained success in Thyrza, he achieves a "sur-
prising order amidst & disorder redolent of Hobbes.“36 It
is his most extensive use of the new subject matter, and the
nature of this subject matter and the ways in which it is
presented are central to this study.

The book opens on Clerkenwell Green, the geographi-
cal center of the setting which holds the diverse elements
of the book together., A description of the gra?eyard of
St. James' Church and of the Middlesex House of Detention
suggests the limited possibilities of the inhabitants of this
slum area. The nature of the milieu, Glssing's attitude
toward his subject matter, and the attitude he forces upon
the reader are all apparent in an early passage in the novel:

At noon today there was sunlight on the
Surrey Hills; the fields and lanes were pregnant
with the first breath of spring, and from the
shelter of budding cops2s many a primrose looked
tremblingly up to the vision of blue sky. But of
these things Clerkenwell takes no account; here
it has been a day like any other, consisting of so
many hours, each representing a fraction of the
weekly wage. Go where you may in Clerkenwell, on
every hand are multiform eridences of toil, intoler-
able as a nightmare. It is not as in those parts of
London where the main thoroughfares consist of shops
and warehouses and workrooms, whilst the streets
that are hidden away on either hand are devoted in the
main to dwellings. Here every alley is thronged
with small industries; all but every door and win-
dow éxhibits the advertisement of a craft that 1is

36Donnelly, p. 118,
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carried on within. Here you may see how men have
mvltiplied toil for toll's sake, have wrought to
devise work superfluous, have worn their lives
away in imagining new forms of weariness. The energy,
the ingenuity daily put forth in these grimy buarrows
tasks the brain's power of wondering. But that
those who sit here through the livelong day, through
every season, through all the years of the life that
is granted them, who strain their eyesight, who over-
tax thelr muscles, who nurse disease in their frames,
who put resolutely from them the thought of what
existence might be--that these do it all without
prospect or hope of reward save the permlssion to
eat and sleep and bring into the world other crea-
tures to strive with them for bread, surely that
thought is yet more marvellous,
This passage, with its contrasts, its statement of Gissing's
disgust, its appeal to the reader to share this feeling, an-
nounces the primary subject of the novel: the hopeless
struggle against economic forces and the concomitant cul-
tural limitations exhibited in the lives of a group of
. characters wifhin this environment. The title names the
subject.

As a device to give his group of central characters
some semblance of unity, Gissing associates them with an
apartment house owned by the avaricious Mrs., Peckover. There
are Clem Peckover, the sadistic animal who is the daughter
of the landlady; the Hewetts, a "superfluous family" consist-
ing of an ineffectual father, an 111 mother, a daughter Clara,
who desires to escape, and a son Bob, a weak young man unable

to resist the degrading influences of the environment; Jane

3Tgeorge Gissing, The Nether World (London: Smith,
Elder, & Co., 1907), pp. 10-11,




45

Snowden, a persecuted girl acting as servant to the Peck-
overs; and Sidney Kirkwood, an idealistic lover of Clara.
These and the many people with whom thls nucleus of charac-
ters 1s ultimately involved are intended to represent the
variety of wasted lives of the nether world. It 1s a panora-
mic novel, organized around a series of love affairs--or, to
speak more precisely, mating attempts--and reactions to
economlc pressures, with each of the series related to each
other by means of contrast. As the coal mines exist as the
unifying symbol of Zola's Germinal, so the moral and economic
atmosphere of Clerkenwell should exist as the center of The

Nether World.

The subject and one of the organizing devices of the
novel can be seen by analyzing the contrasting careers of Bob
and Clara Hewett, Clara, with "her unfortunate endowment of
brains and defect of tenderness,"38 is rebelliously determined
to escape Clerkenwell, her parents, and her admirer Sidney
Kirkwood through an acting career which will lead, she thinks,
to her acceptahce by the people of the upper classes, a world
made romanticélly desirable by her unwise reading. Aided, at
some cost to her horality, by a shady lawyer's clerk named
Scawthorne, she achieves a place in a traveling acting company,

but just as she is to get her chance to act in a starring role,

381p1d., p. 79.



46

a jealous actress disfigures her permanently by throwing acid
in her face. She returns to Clerkenwell and marries Kirkwood;
her constantvdissatisfaction plus the responsibility of her
family make Kirkwood's life a degrading series of cares,.
Here, except for the melodramatic acid incident, is the
typical story of the attempt to escape by the young girl

from the slums. Bob, a talented workman in metal, 1s too
weak to desire to escape and succumbs to the sensual and
moral dangers of his environment. Marrying Pennyloaf (Pene-
lope) Cancy,'the daughter of an alcoholic mother, he neg-
lects his wife to spend his evenings wlth the lowest ele-
ments of the community, drifts into a relationship with Clem
Peckover, and finally begins making counterfeit coins., The
gradual degradation of Bob and the increasing miseries of the
life of Pennyloaf are climaxed by Bob's death in Shooter's
Gardens as a result of a wound received while fleeing from
police. Just as Clara s attempted escape was futile, the
story of the talented young man in the slums ends with equal
meaninglessness. These characters are not oversimplified to
gain typicality but remain complex: although described ag.
'hathological, "39.Clara has decent impulses, although crimi-
nally cruel to Pennyloaf, Bob is motivated by a blind sel-

fishness rather than hate; Pennyloaf's continued love for

391pbid., p. 78.
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Bob, despite her suffering, offers an effective contrast to
the selfish amorality of Clem.

In addition to this device of contrasting characters,-
Gissing continued to use degcriptions of typleal social be-

havior, like those he used in Workers in the Dawn, to make

vivid the environment. Several of these are effective in

‘adding to the reader's knowledge not only of the nature of

the environment but also of the inhabitants' reaction to
this environment: a funeral at the Peckovers, dominated by
the conflicting desires of exhibliting respectability and
saving money, ends with a drinking bout; the variety of
fanatics making speeches on Clerkenwell Green shows the
futility of the workmen's plans to help themselves; the dis-
appearance of the burial fund of a workingmen's club and the
resulting furor among the members dramatize the lack of unity
among the members; and many smaller scenes add depth to the
picture Qf the world of Clerkenwell, The most fully developed
and effective. of these set pieces is the chapter "Io Saturna-
1lia" deseribing the aesthetic and moral horror of a bank
holiday spent at the Crystal Palace. Since the center of
interest in thls novel remains the environment and its many
inhabitants rather than any one of the plots, these pictures
of life become integrated parts of the novel rather than in-
teresting digressions.

Through descriptive detail, through characterization,
and through the paralleling of contrastihg stories, Gissing
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has for the first time come close to making the new subject
matter hils real subject rather than a novel background for

a traditional plot. But Gissing was either an insuffi-
ciently gifted artist or too much a product of the English
tradition to create an English equivalent to Germinal. When
Donnelly states that "in the nether world there are only
force and matter and anarchy as each character pursues his
own self-interest in blind collision with others,"40 she
ignores the fact that threading through the new subject and
pattern of The Nether World 1s Gissing's Victorlan plot, con-

cerned with unexpected riches, with the Inevitable will, and
with the triangular romance. Sometimes the movement of this
plot becomes intertwined with the vital picture of Clerken-
well, but too often the structural flaw of the novel is
visible in the transitions between the Clerkenwell world,

motivated by "force and matter,"

and the plot world, moti-
vated by ideals., The traditional plot centers around Michael
Snowden, who has returned from Australia with riches and a
plan to put them to philanthrepic use. He takes Jane from
the Peckovers and begins training her to help'the poor., Sid-
ney Kirkwood, sympathetic with the old man's plan, loves and
is loved by Jane, but with a super-subtle morality more ap-

posite to the characters of Henry James than to a working man

uoDonnelly, p. 118.
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of the nether world, he fears Jane's future riches and
marries the returned Clara out of a sense of responsibility,
thus ﬁﬁining both his and Jane's chances for happiness.
Jane's father, who had abandoned Jane to the Peckovers,
hears'of his father's riches and returns to act as the con-
trite and dutiful parent; his ruse is successful so that he
inherits most of the elder Snowden's money. Jane, though
weak in body and mind, is the idealized girl typical of Giss-
ing; Kirkwood, perfectly good though confused, 1s also an
idealization, It is not the forces in the slum world which
destroy their happiness but a kind of false morality within
Kirkwood; however, the last words in the book seem to condone
his decision: Gissing asserts that, despite the personal
misery of each, their aid to Clara and Pennyloaf 1is the right
kind of‘philanthropy in contrast to the grandiose sort
planned ;by the fanatic Michael Snowden.
" In each life little for ccngratulation. He

/Kirkwood/ with the ambitions of his youth frus-

trated; neither an artist nor a leader of men in

the battle for Jjustice. She /Jane/ no saviour of

soclety by the force of a superb example; no daughter

of the people holding wealth in trust for the people's

needs., Yet to both was theilr work given. Unmarked,

unencouraged save by their love of uprightness and

mercy, they stood by the side of those more hapless,

brought some comfort to hearts less courageous than

their own, Where they abode it was not all dark.

Sorrow certainly awalted them, perchance defeat in

even the humble aims that they had set themselves;

but at-least their lives would remain a protest against

lthose brute forces of society which fill with wreck
the abysses of the nether world, - -

- *lg1ssing, The Nether World, pp. 391-392.
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They "remain a protest against those brute forces" because in
some strange, unexplained way their characters have never
been really affected by those forces, This flaw of mixing
the ideal and the real points to the structural problem
Gissing never solved. Committed both temperamentally and
aesthetlically against the tradition of the happy ending, he
Introduced these two idealizations into a world without
ideals and led them to final lack of fulfillment without
adequately motivating their faillure. Both the serles of
negationsrénd the stilted prose of the passage stress the
sentimentality not only of the presentation of this passage
but also of the traditional plot which runs through the
novel. Glissing is attempting to stir our emotions concerning
two characters who never exist beyond the level of plot de-
vices, characters who are essentially outgside the vivid
setting of the novel. Technically, the fault results from

a confusion of aesthetic distance: presenting hit real sub-
Ject in a cold tone of aesthetic disgust and moral indigna-
tion, Gissing presents these incongruous abstractions with

a sympathy which only the sentimental common "reader of fic-
tion," whom he supposedly disdainéd'to please,uz could share,
Finally, Gissing could ﬁot achieve his goal of the objJectivity
necessary for the experimental novel, the study, because of a

confusion of his own values. He was emotionally committed

42y | ang E. Gissing, p. 56.
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against the social conditions of his time, and yet he was in-
tellectually disillusioned with éll of the suggested plans

of amelioration., His technical fallure to fuse effectively
the real and the ldeal reflects his intellectual failure to
integrate his traditional idealism with any practical means
of achleving the ends he dreamed of.

The plot of the nogel results in a number of other
less serioﬁs flaws in the unnecessary development of certain
minor characters and the abuse of the reader's sense of
probability., Scawthcrne, the lawyer's clerk, is an example
of both these flﬁws. We are told his background, the nature
of his lodgings, hils progress in his career, his social ha-
bits, noné of which has any real interest or relevance.

And it so happens that sometime previous to the action of

the novel he has been involved with shady dealings with the

younger Snowden, that he 1s now a member of the legal firm

handling the elder Snowden's business, that he 1s the agent

for beginning Clara's stage career, and with slightly more

causal relation, that in the closing scene of the book he

1s proposing marriage to Jane. In Scawthorne we see a

strange mixture of fictional waste and economy, both weak.
Despife its flaws, a survey of the solid accomplish-

ments of this novel reveals several. The people of The Nether

World, excluding what I shall call the plot characters, show

Gissing's greatest mastery of characterization up to this
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point in his career. One of the reasons for this mastery is
his ability to create believable complexity in characters or
what Walter Myers has called "incongruity": "the more ad-
‘vanced realistic characterization shows a disregard of artis-
tic, traditional, or conventional consistency or unity and
permits often an effect that may be called incongruity."u3

The frankness of Clem's brutality went far
towards redeeming her character. The exquisite
satisfaction with which she viewed Jane's present
misery, the broad joviality with which she gloated
over the prospect of cruelties shortly to be in-
flicted, put her at once on a par with the noble
savage running wild in the woods. Civilisation
could bring no charge against this young woman;
it and she had no common criterion. Who knows
but this lust of hers for sanguinary domination
was the natural enough issue of the brutalising
serfdom of her predecessors in the family line of
the Peckovers? A thrall suddenly endowed with
authority will assuredly make bitter work for the
luckless creature in the next degree of thraldom.

4h

It is surprising that in the mostly savage activities of Clem
she does exhibit her amoral motivation which makes the reader
hesitate to condemn; Clem is not simbly a selfish girl but a
complex person who can even at times show decency. The char-
acterization is so effective that Donnelly names her the
"dominant figure in the novel."¥> The same incongruity is

visible in Clara and Bob Hewett, the elder Hewett, Pennyloaf,

43Walter Myers, The Later Realism: A Study of Charac-
terization in the British Novel (Chicago: University of
Chicago Press, 1927), p. 4.

uuGissing, The Nether World, p. 6.

45ponnelly, p. 119.
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and even Joseph Snowden, a plot character,

A sebond cause for Glssing's success with characteri-
zation is a firmer foundation for-motivation than he had ex-
hibited before. In his analyses, the innate character rather
than either heiedity or environment is still the chief means
of explénation, but he does investigate the formation of
character and show a greater awareness of the way in which
personality and environment interact. In analyzing-almost
all of his chafacters, he toys with heredity as determinative,
but these statements seldom have more force than the rhetori-
cal question quoted in the aboVe paragraph suggesting the
effect of heredity on Clem's character, Moreover, environ-
ment 1s séldom made totally determinative in these analyses,
Gissing can only exclaim, "The bitter injustice of 1t:"46
when telling how the varied fortunes 6f John Hewett developed
a sense of—rebéllion in Clara, But when analyzing the cause
of a specific action, Gissing's typicg;‘method 1s this expla-
nation of Clara's quitting her job: "Why on this occasion
rather than fifty times previously? it was not her own doing;
something impelled her, and the same force--call it chancé or
destiny--would direct the issue once more "7  However vaguely
the deterministic pattern is analyzed, fhe reader feels the

force of the environment on the actions of the characters,

46Gissing, The Nether World, p. 81.

¥T1b1d., p. 95.
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excepting, always, the plot characters, By his vivid portray-
al of Clerkenwell, Gissing, despite his laék of conviction
about environmental determinism, creates an environment which
has the effect, on the reader, of a powerful motivating force
for the characters within the novel,

The "solidity of specification" of the environment,
to use Jamesis bhrase, Gissing achieved most efféotively in
this novel for a number of reasons, some:of them already sug-
gested. One of the major changes from his previous practice
is that he limits the action to a single social milieu, thus
keeping the nature of the setting ever present in the reader's
mind. The amount of description devoted to the setting is
much less than the amount of ahalysis devoted to characteri-
zation, and there 1is 1little piling ﬁp of desCriptive detail,
In fact, the following statement, which closes a brief and
colorless description of Shooter's Gardens, the worst slum of
Clerkenwell, is typical: "Needless to burden description
with further detail; the slum was like any other slum; filth,
rottenness, evil odours, possessed these dens of superfluous
mankind and made them gruesome to the peering imagination."48
However, as the reader is brought back again and again to

}Shooter's Gardens, this slum and its inhabitants come to re-
present one pole of tﬁe nether world, At the other pole is

is the Byass household, in which poverty is not a problem;

48Ibid., p. T4,
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yet even here the environment has its effect. The Byasses
are [irst presented as having an ideal marriage; then the
marriage slowly deteriorates owing to the lack of adequate
opportunities for personal development on the part of both
husband and wife. This breadth of presentation is another
technidue which makes the setting real; despite the variety
of economic levels, the effect of the environment 1is the
same on all of the characters--a constricting 1nfluenée pre-
venting individual development. Thiis the setting, with its
presentation given primarily in terms of its universal ef-
fects upon the persons of the novel, becomes the unifying
force in’ the book.

To illustrate that Gissing's novel, imperfect though
i1t 1s, has elements which are new to the tradition of the
Eriglish novel dealing with the lower classes, we have only to
compare it with the more traditional and the more popular
novels of Walter Besant, a serious artist (cf._his "Art of
the Novel") who has chosen the proletariat for.his subJecf
matter. The title All Sorts and Conditions of Men (1882)

gseems to lmply at least the breadth of scope of The Nethef
World, and the setting of Whitechapel is a slum equivalent
to Clerkenwell, Besant's device for introducing his charac-
ters is much 1ikebthat of Gissing: hiétcentral figures are
residents of Mrs. Bormalack's boarding house., Other reseﬁ-

blances are the plots centered on the love of an idealistic
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young man and an equally idealistic young woman plus the unex-

pected riches. But here the resemblances end: the structure

of the Besant novel 1is superior to that of The Nether World;

all of the elements of All Sorts and Conditions of Men focus

on the plot, the common aspirations of the young lovers, and
thus there is no sense of division of purpose., Few of the
characters are connected with Whitechapel except by senti-
mental attachment and chance. Harry Goslett, the hero, has
been reared as a gentleman although his familial background
is Whitechapel. Angela Messenger, the heroine, one of the
richest heiresses in England due to inheritance of breweries,
Had Whitechapel ancestors who founded the first brewery in.
that area. Both take rooms at Mrs. Bormalack's, Harry posing
as a workman to get to know his relatives, Angela posing as

a dressmaker to put her wealth to useful purposes. Their
fellow boarders are Dickensian caricatures: ILord and Lady
Davenant, rustic Americans, have come to place a claim for a
title; Mr. Fagg, an untutored scholar from Australia, has
come to publish his book on the universal alphabet;‘the pro-
fessor, a magicilan, has_qome because of lack of money; Jose-
phus Coppin, a brewery Clérk, is dobmed to his lowly position
becausé of a long-past scandal; and Mr.-Maliphant, a senile
carver of'figureheads for ships, holds the key to the past.
The caricatures are manipulated for comedy and pathos and

then all of thelr problems are solved by Harry and Angela.
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The villain 1s Mr. Bunker, Harry's uncle, a scheming miser,
Harry and Angela have grandlose plans for reforming White-
chapel. Angela establishes a model dressmaking shop with
short hours and provisions for recreation. Their dream is
"The Palace of Delight," a huge structure providing facili-
ties for practical study (no spelling) and enlightening
recreation (dancing, singing, acting). "The Palace of
Delight" is Besant's answer to the social problem.
Besant's conception of his setting is that it is a
pleasant but neglected place:
Two million people, or thereabouts, live in

the East End of London., That seems a good-sized

population for an utterly unknown town. They have

no institutions of thelr own to speak of, no public

buildings of any importance, no municipality, no

gentry, no carriages, no soldiers, no plcture-

gallerles, no theatres, no opera--they have nothing.

It is the fashion to believe that they are all

paupers--which is a foolish and mischievous belilef,

as we shall presently see. Probably there is no-

such spectacle 1ln the whole world as that of this

immensehfneglected, forgotten great city of East

London.._.9
He has chosen his setting, as is appropriate for a historian
of London, for its strangeness to the rest of the world, His
interest i1s in the picturesque, not in that central element
which Auerbach associates with modern realism, the "problema-

tic, "0 Some'people are poor and some misguided, but on the

49%aiter Besant and James Rice, All Sorts and Condi-
tions of Men (New York: A, L. Burt, n, @), p. 22.

50Auerbach, passim,
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whole the population has nd unusual socilal problems except -
ité lack of cultural opportunities. Whitechapel, unlike
Clerkenwell, exists as a rather distant background for the
display of é traditional happy love story. Characteriza-
tion is simple: moral blacks and whites for the serious -
characters'énd ruling passioné or humours for the carica-

tures. The genre of All Sorts and Conditions of Men is

traditional sentimental social comedy; The Nether World, on

the other hand, is an attempt to study the proletarian world,
the novellstic equivalent of the problem play being popu-
larized by Ibsen, although Gissing omits the advocacy of a
revolution in morals, an advocacy which characterizes the
work of TIbsen. v | v

The last distinction leads to a contrast of the pur-
poses of the two novels, Traditionally cbmedy's function |
has been described as corrective of social and individual
faults thrbugh the présentation of precept and example. In
Besant's hovel the ideals of the lovers furnish an example
leading to happiﬁess, and specific actions are suggested to
alleviate the conditions of the lower classes. Although

The Nether World is presented in a tone that leaves no doubt

of Gissing's abhorrence of the conditions and even, at times,
the people pictured in the novel, an attitude that we are
made to share, he presents no effective examples of what he

considers ideal, nor does he present a coherent solution for
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the conditions which he has made us condemn. At one place
Gissing offers his "panacea for the 1lls of society": change
the economic conditions, "preliminary step of which every
tyro will recognise the easiness"; and then bring the "constant
influence of wusic.," "Destroy, sweep away, prepare the
ground: then shall music the holy, music the civiliser,
breathe over the renewed earth, and with Orphean magic raise
in perfected beauty the towers of the City of Man."9l Both
the language and the position of this passage, in "Io Satur-
nalia," indicate its ironic.nature, and it has the sound of

a burlesque at Besant's expense. In a diary entry of Novem-
ber, 1888, Gissing writes of the last three chapters of his
novel: "In these I wish to emphasize that the idealistic
gocial reformér is of far less use than the humble discharger
of human duty."52 Despite this assertion of didactic purpose,
the final passage showing Sidney and Jane's "love of upright-
ness and mercy"23 offers no solution, in terms of its effect
' on the reader, because of the final frustration of the goals
of these two characters., The destruction of such slums as
Shooter's Gardens offers no solution; the barren ugliness of
the newer tenements tempts "one to say that Shooter's Gardens

are a preferable abode."5u That relative affluence offers no

51Gissing, The Nether World, p. 109.

52p, and E. Gissing, p. 220,
7 53g1ssing, The Nether World, p. 392.

541p1d., p. 274.
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solution cén be seen in the disintegrating marriage of the
Byasses and the death of Joseph Snowden. "Neutrality"
toward vélues, to use Wayne Booth's term,55 is really not
very complete in Gissing. There 1is no doubt of the badness
of the conditions described; there is simply an absence of
the good, of anybplan for aﬁelioration. In purposé, then,
Gissing uses his new material in a manner similar to that

of the Journalistic exposé, gaining many of his best effects
through a kind of sensationalism which shocks the comfortable
readers' sensibilities. And though he has not attained his
goal of the effect of art for art's sake, Gissing's novel
does not conform to Besant's description of the ideal pur-
pose of the novel: "it /the modern novel/ gives ideas, it
strengthens féith, it preaches a higher morality than is
seen in the actual world ., . . ,"50

In The Nether World Gissing wrote about the "un-

touched social strata" of which Waymark spoke,?! bringing it
forward as central subject rather than as incidental or pic-
turesque background. To accomplish this, he developed, some-
what imperfectly, a structural pattern built upon a series of
comparisons and contrasts within a social and economic com-

munity. At his best, he abandoned oversimplified characteri-

55Wayne C. Booth, The Rhetoric of Fiction (Chicago:
University of Chicago Press, 1961), p. b7.

5GWalter Besant and'Henry James, The Art of Fiction
(Boston: DeWolfe, Fiske & Co., n. d.), p. 10.

5TGissing, The Unclassed, p. 112.
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zation to create complex personages whose effect 1s both
real and morally disturbing. Almost despite himself, he
performed a study of fthe influence of environment on charac-
ter, although he most often calls the determining influence
fate or circumstance, both undefined causes. For a variety
of reasons--aesthetic, ethlcal, and temperamental--he
abandoned moral and social didacticism, thus breaking with
one of the major traditions of the éarlier Victorian novel,
Whether these alterations added to the aesthetic values of
the noyelistic,tradition or hadiany influence on subsequent
novelists 1s not the question. It 1s important to note that
these particular characteristics were used by Gissing in the
1880's and that they will recur in later works on both sides
of the Atlantic.

The remainder of Gissing's works contributes little
further to a study of naturalism, although some of his best
novels were produced in the following decade. In The Emanci-
pated (1890) he turned his problem-novel method to the treat-
ment of the cultivated classes in a setting of Italy. 1In
his most famous book, New @rub Street (1891), he used the

structure developed in The Nether World, even including the

love trilangle, to portray the lower middle class publishing
world with Milvain, Reardon, Biffen, and Yule as types of
writers, The theory of the novel as outlined by Biffen of-

fers an Interesting, but overstated, exposition of Gissing's
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view of the novel:

"What I really aim at is an absolute realism in the
sphere of the ignobly decent. The field, as I under-
stand 1t, 1s a new one; I don't know any writer who
has treated ordinary vulgar life with fidelity and
seriousness. Zola writes deliberate tragedies; his
vilest figures become heroic from the place they
fill in a strongly imagined drama. I want to deal
with the essentially unheroic, with the day-to-day
life of that vast majority of people who are at the
mercy of paltry circumstance, Dickens understood
the possibility of such work, but his tendency to
melodrama on the one hand, and his humour on the
other, prevented him from thinking of it . . . .
Other men who deal with low class 1life would per-
haps have preferred idealising it--an absurdity..
For my own part, I am going to reproduce it ver-
batim; wlthout one single impertinent suggestion
of any point of view save that of honest reporting.
The result will be something utterly tedlous. Pre-
cisely. That is the stamp of the ignobly decent
life. If it were anything but tedious it would be
untrue, I speak, of course, of its effect upon

the ordinary reader,"58

Other ideals of Biffen include the following: "I want,

among other things, to insist upon the fateful power of
trivial incidents";99 "I want to take no side at all;

simply to say; Look, this is the kind of thing that happens";
and he discards Reardon's idea of "the art of fiction" with
"It is worked out. We must have a rest from 1t."00 A1l of

these have been Gissing's aims except verbatim reproduction

 58george Gissing, New Grub Street (London: Oxford
University Press, 1958), pp. 149-150.

291bid., p. 150.
601p14d., p. 151.
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and a rejection of the art of fiction., Mr. Bailey, Grocer,

Biffen's proposed novel, would have been an interesting pre-
cursor éf_the works of Dorothy Richardson or perhaps even
James Joyce, but for Gissing fiction was a serious art in-
volving careful selection. The reviews of Biffen's work
elicit a moral from Gissing: "'The first duty of & novel-
ist 1s to tell a story:' the perpetual repetition of the

phrase is a warning to all men who propose drawing from the

11fe,"61‘ The phrase, indicative of the treatment books with-
out traditional plots received in the late Nineteenth Century,
explains why many bf_Gissing's studies are marred by an
Irrelevant plot, and the quotation expresses a deslre, much
1ike that of E. M. Forster, to write without plot. A little

more smoothly written, its subject and plot a little more

integral, New Grub Street gimply develops the novelistic

discoveries made in The Neﬁher World,

Strongly influenced by Meredith, Gissing published two

novels on the problem of egoism in 1892, Denzil Quarrier,
interesting only as Gissing's first break with the three-

volumehtraditibn, 1s a much weaker novel than Born in Exile.

Although Born in Exile exhibits a half-heartedvattempt to use

the panoramic method by creating a series of figures exiled

from cultivated society, Godwin Peak 1is such a central figure

as to deserve the name hero., A rather subtle study of an

611pia., p. 513.
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egoist as well as the social structure of late nineteenth-
century England, the book 1s an invaluable historical docu-
ment reflectiﬁg the attitudes and emotions connected with
the clash of sclence and religlon. Technically, the book is
most interesting for its use of the interior monologue,
which, as Donnelly has pointed out, is "not entirely suc-
cessful."62

Publication of one or more volumes per year by Giss-

ving continued until two years after his death. One of the
indications that his major struggle for recognition was over
and that he was apcepted as a man of letters was his aban-
‘doning of his single-minded dévotion to the novel; in the
Ninetles he publishéd a critical study and a series of pref-
aces on Dickens, a travel book, and several volumes of short
stories. Only two of his later volumes have any relevance

to this study. In The 0dd Women (1893) he returned to his

older problem-centered structure;‘here Gissing's concern is
with the unmarried women of England, limited, of course, to
those who are "ignobly decent." Taking three sisters as
typical of the class, Gissing traces the deterioration of
two of them under the double burden of loneliness and poverty,
and the third he presents in his favorite situation, the un-

happy marriage. The novel, is, as Donnelly notes, "a

shambles in construction," but not primarily for the reasons

62Donnelly, p. 165.
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she assigns, 1.e., "that Victorian monster, plot and double
plot,"63 although the love story is complex. The structure
fails, it seems to me, because Glssing develops no relation-
ship between the various threads of his novel., As I have
pointed out, his favorite device for linking scenes and
characters has been comparison and contfast; his faillure

to use this or any other linking device and his emphasis

on Rhoda Nunn, the modern independent woman, cause his

panoramié structure to fail. The Whirlpool (1897), gener-

ally acclaimed as Gissing's best long novel, turns the
methods he has developed onto the soclal whirlpool of London
life., Here 1s Gissing's realization that his life-long
dream of“happinesa in a lelsurely and cultivated soclety l1s
as empty as all of the other dreams he has had., His sub-
Ject is as broad as that of The Nether World, and 1f he re-

lies on Harvey and Alma Rolfe as organizational centers more
than he relies on single characters in his other panoramic
novels, he uses‘tpem in addition to the device of comparison
and contrast to gain a more coherent structure than he has
achieved before. He can be more explicit in his treatment
of sex than he could be in 1889, but his basic theme of the
destructiveness of social pretense makes this, historically,
a less ihteresting novel than the more experimental, if less

successful, The Nethef World.

631p1d., pp. 169-170.
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A survey of Gissing's work lllustrates his earnest-
ness in his claim that the novel was a serious art form and
shows a fairly steady development of craftsmanship with each
succeeding novel., His importance for this study lies primarily
with his work in the 1880's: he was a man with a new aesthe-
tic, imperfect as it might be, constricted by the devices of
his predecessors. One of his primary interests was to pre-
sent the nether world as phenomena, not for propagandistic,
humorous,'er eentimental effects., This aim was motivated as
much, if:not mQre, by his experiences with the poor, his in-
ability tb arrive at . phllosophical absolutes, and his pessi-
mistic temperament, as by the novels and theories of Flaubert
and Zola, 1In his reaction to the past and his struggle to-
ward what he considered the truthful presentation of materi-
als, he developed a series of technical devices sultable Po
the presentation of his new subject metfer, but he never euc-
ceeded in achleving the objectivity of tone which his aesthe-
tic theories demanded. This may be the result, as Swinnerton
suggeets, of Gissing's real fictionalbinterest‘being himself,
not objective reality. ﬁuf the way iﬁuéemonstrates itsel%hin
his fiction is in:arconfﬁsion of values:» he could not esfab-
lish avconéistentvattitude toward his materials because he
was disillusioned with the values of the‘past as well as the
radical new values of his time. Thus he could attack current

conditions, show his disillusionment with modern man, and
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treat ironically the many suggested solutions to these prob-
lems, but he could neither be satisfied with this negation
nor his own set of ideals.

Although certainly not a great writer, Gissing's
works are inherently interesting for a number of reasons:
Virginia Woolf values his work because it reflects an in-
telligent man struggling with the serious problems of l:Lf.‘e;6)+
J. M. Murry sees the novels as studies in the psychological
relationship between man and woman to be compared, not to-
tally unfavorably, with some of the work of D. H. Lawrence;65
and the novels, seen as a whole, offer one of the most com-
plete and detailed reflections of the ideas and problems of
late nineteenth-century English society--from the nether
world to the cultivated soclety of town and country--that

exist.

64Virginia Woolf, "George Gissing," The Second Com-
mon Reader (New York: Harcourt, Brace & Co., 1923),

pp. 230-204,

6550hn Middleton Murry, "George Gissing," Katherine
Mansfield and Other Literary Essays (London: Constable,
1959), pp. 1-06.




CHAPTER II
GEORGE MOORE: THE FOREIGN INFLUX

When Gissing wrote in 1886, "The writers who help me
most are French and Russian: I have not much sympathy with
English points of view,"1 he was, of course, pointing honestly
to thé source of most of the innovations which are found in
his novels; however, his works seem like beefsteak spiced with
some foreign sauces, G@George Moore, on the other hand, gives

us the key to his early work in a passage in Confessions of a

Young Man: "I am instinctively averse to my own countrymen;
they are at once remote and repulsive; but with Frenchmen I
am conscious of a sense of nearness; I am one with them in
their ideas and aspirations, and when I am with them, I am
alive with a keen and penetrating sense of intimacy."? De-
spite certain concessions to English tastes, Moore's early
novels e%hibit his conscious attempt to bring French forms
and literary ideals into the English novel. As he explained -

to Barett Clark, with typical overstatement, near the end of

1), and E. Gissing, p. 183.

2George Moore, Confessions of a Young Man (New York:
Capricorn Books, 1959), p. 1l17. This edition is used rather
than The Collected Works because it contains much of the ori-
ginal material which was excluded in the later edition.

68
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his life: "I was present at the beginning of an important
artistic and literary rebirth. I came to France, I wrote the
first serious novels in English. I invented adultery, which
didn't exist in the English novel till I began writing . . . .
In addition to this contrast of their relationship to
the English novelistic tradition, tWo writers who are consis-
tently grouped together in literary histories could hardly
be more different. Moore was a member of the Irish landed
gentry who, despite his qonstant anxlety about money after
1880, never faced privation. He was always accepted and at
ease in cultivated society and, if we accept his written
statements literally, was afflicted with an attitude directly
opposite Glssing's social inferlority complex. Resisting
education throughout his youth, Moore never really mastered
his only seconé language, French., How different Moore is
from Gissing is obvious in Gissing's cry of triumph when,
late in life, he read Don Quixote in the original, the last
literary masterpiece which had eluded him owing to lack of
knowledge of a language. Never married, Moore seems to have
invented most of the many affairs which fill his autobio-
graphical writings. A polemicist worthy of his early master,
Zola, Moore used journalism to make himself a popular writer.

Both Gissing and Moore read Schopenhauer, but the great

3Joseph Hone, The Life of George Moore (New York:
The Macmillan Co., 1936), p. 373.
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pessimist had opposite effects on the two: he furnished a
rationale for Gissing's temperamental pessimiam; he of-
fered novelistic material to the temperamentally optimis-
tic Moore.

Bom in 1852 to the Catholic owners of Moore Hall,
County Mayo, Moore was a rebellious youth whose energles
were devoted to horses, gambling, and\%he gay life of a
gentleman in London. After his father's death he studled
art in London, and upon reaching his majority, rushed to
Paris to become a painter. Between 1873 and 1880 he re-
celved his education in Paris-;an education not only in
painting and literature but also in the contrasting social
milieux of the Nouvelle Athénes, the Bohemian haunt of the
Parisian avant-garde, and the drawing rooms of the nobllity.

The Confessions of a Young Man, factually inaccurate but

emotionally valid, gives a picture of the successive enthusi-
asms and rejections of which this non-academic education '
consisted. In 1880 a letter from his uncle, who was look-
ing afﬁer his estates in Ireland, called him home to under-
také his responsibllities. Moore's description of his re;
action te¢ this lefter, despite its being a "Moorism"--"a
‘violent rhetoric of mingled self-assurance and self-mockery

peculiar to his vision"--indicates the extent to which he

4Malcolm Brown, George Moore: -A Reconsideration
(Seattle: University of Washington Press, 1055), D. XV.
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had adopted an attltude toward life akin to that of Flaubert,
the Goncourts, and Maupassant:

That some wretched farmers and miners should
refuse to starve, that I may not be deprived of my
demi-tasse at Tortonl's, that I may not be forced
to leave this beautiful retreat, my cat and my
python--monstrous. And these wretched creatures
will gind moral support in England; they will find
pity!

However, Moore left France and undertook responsi-
bilities, but not those which his uncle plannéd for him. He
returned to Ireland only long enough to find a new caretaker,
and then he settled in London. Having failed as a painter,
he had a new goal:

And so it was that I came - to settle down in

1 3trand lodging-house, determined to devote myself

to literature, and to accept the hardships of a

literary life. I had been playing long enough, and

was now anxious for progf, peremptory proof, of my

capacity or incapacity. _
Although he first followed Journalism; his ambitions were ar-
tistic., As a result of his unique education, his artistic
ideals were revolutionary in England. Brown's analysis of
the essential elements of Moore's French education is in-
structive. Moore learned three precepts in France: Manet's
"One should be ashamed of nothing but to be ashamed";

Gautier's "The correction of form is virtue" and "The visible

world is visible." "The transplantation of these three

5Moore, p. 142,
61pid., p. 162.
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precepts to English ground was Moore's basic lifework,"?
In these statements we can see Moore's rejection of Vie-
torian morality, his demand for freedom of subject matter,
his realistic and documentary methods, his concern for
form for form's sake.

Moore knew well the works of almost all the
nineteenth-century French poets, novelﬁts; and painters.
. In Confessions he traces his great enthusiasms: Shelley,
Gautier, Balzac, Baudelairg, Zoia, and Pater, In these he
found a dedicatlion to art and a rejecfiqn of oid moral
patterns. After failing to achieve any of these ideals
by painting, Moore began to write poetry while in France.
His two volumes of poetry failed to create much interest

in England, but Flowers of Passion (1878) and Pagan Poems

(1881) are, as is obvious by their tiﬁles, an attempt at

a transplantétion_of French'ideas andvtechniques to Eng-
land. Although not good poetry, they aré the earliest
precursbrs of the dominant twentieth-century English po-
etic movement, But Moore discovered tﬁat he had little
more talent for poetry than painting, and besides he

wanted public notice, which his poems failed to give him,

Although in 1880, the date of his return to England,

Moore had little knowledge of English literature, he had

discovered a new enthusiasm for Zola, and typically he was

7Brown, p. 36.
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‘almost fanatic.: He explained his attraction in Confessions:

I frequently met M. Duval at breakfast at a neigh-
boring cafe, and our conversation turned on 1'ex-
position de la piéce, préparer la situation, nous
aurons des larmes, etc., One day, as I sat waiting
for him, I took up the Voltaire. It contained an
article by M. Zola. Naturalisme, la vérité, la
science, were repeated some half-a-dozen times.
Hardly able to believe my eyes, I read that you
should write, with as little imagination as pos-
sible, that plot in a novel or in a play was illi-
terate and puerlle, and that the art of M. Scribe
was an art of strings and wires, etc. I rose up
from breakfast, ordered my coffee, and stirred the
sugar, a little dizzy, like one who has received a
violent blow in the head.

And now for the third time I experienced
the pain and the joy of a sudden and inward light.
Naturalism, truth, the new art, above all the
phrase, "the new art " impressed me as with a sud-
den sense of light., I was dazzled, and I vaguely
understood that my "Roses of Midnight" were puerile
eccentricities, dead flowers that could not be gal-
vanised into any semblance of life, passionless in
all thelr passion.

I had read a few chapters of the "Assom-
moir," as it appeared in La République des Lettres;
I had cried "ridiculous, abominable, " only because
it is characteristic of me to instantly form an
opinion and assume at once a violent attitude.

But now I bought up the back numbers of the Vol-
taire, and I looked forward to the weekly exposi-
Tion of the new faith with febrile eagerness. The
great zeal with which the new master continued

his propaganda, and the marvellous way in which
subjects the most diverse, passing events, politi-
cal, social, religious, were caught up and turned
into arguments for, or proof of the truth of
naturalism astonished me wholly. The idea of a
new art based upon science, in opposition to the
art of the old world that was based on imagina-
tion, an art that should explain all things and
embrace modern life in its entirety, in its end-
less ramifications, be, as it were, a new creed

in a new civilisation, filled me with wonder, and
I stood dumb before the vastness of the concep-
tion, and the towering height of the ambition.




Th

In my fevered fancy I saw a new race of writers
that would arise, and with the aid of the novel
would continue to a more glorious and legitimate
conclusion the work that the prophets had begun;
and at each development of the theory of the new
art and its universal applicablility, my wonder
Increased and my admiration choked me . . . .

. . . ° ° ° ° ° °

But it was the idea of the new aestheti-
c¢ism--the new art corresponding to modern, as
ancient art corresponded to ancient life--that
captivated me, that led me away, and not a sub-
stantial knowledge of the work done by the
naturalists. I had read the "Assommoir," and

had been much impressed by its pyramid size,
strength, height, and decorative grandeur, and
also by the immense harmonic development of the
idea; and the fugal treatment of the different
scenes had seemed to me astonishingly new--the
wash-house, for example: the fight motive is in-
dicated, then follows the development of side
issues, then comes the fight motive explained;

it is broken off short, it flutters through a web
of progressive detail, the fight motive is again
taken up, and now it is worked out in all its
fulness; it 1is worked up to crescendo, another
side 1ssue is introduced, and again the theme is
given forth. And I marvelled greatly at the
lordly, river-like roll of the narrative, some-
times widening out into lakes and shallowing
meres, but never stagnating in fen or marshlands.
The language, too, which I did not then recognise
as the weak point, being little more than a boil-
ing down of Chateaubriand and Flaubert, spiced
with Goncourt, deliggted me with 1ts novelty, its
richness, its force. _

Moore's reiteration of the newness--new subject, new

ideas, and new form--shows his youthful zeal. Except for Paul

Alexis, Moore had little personal acqﬁaintance among the na-

turalists in 1880; he had met Zola only once at a ball. But

between 1881 and 1883, Moore corresponded with Zola, pub-

8Moore, pp. 90-96.
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l;shed”articles on Zola in the English press, and planned a
translation of L'Assommolr. Moore made himself the leader
of the fight for freedom in English literature, and he fought
shrewdly and well so that by the early Nineties this fight
was essentlially won.

But in these early London years, he was not simply
a Journalist; he was writing his first novel using a variety
of French novels as models. His concern with the new in art

can be seen from the title A Modern Lover (1883)., He wrote

Zola after its English publlecation:

I have Just published a novel which has had
gsuccess. A Modern Lover: in the French papers they
call it Un Amant d'aujourdhui! I don't know why my
phrase has been altered. The fact that my novel has
been successful may interest you; for, as I have
already told you, I owe you everything. My book
alas 1s not good. I know it well, but it has suc-
ceeded., I was obliged to attenuate dreadfully, but
what else could I do? I had to take a step and the
step is taken.

But in the Preface to the revision called Lewis Seymour and

Some Women (1917), he was more candid about his first novel:
"t4 Modern Lover' was the book of a young man who, in a mo-
ment of inspiration, hit upon an excellent anecdote, and being
without literary skill to unfold it, devised a strange text

out of his memories of Balzac, Zola, and Goncourt.“10 The

9Hone, p. 96,

loGeorge Moore, Lewis Seymour and Some Women (New
York: Brentano's, 1920), p. v.
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anecdote was a filctional treatment of the life of Lewis Haw-
.kins, an art student in Paris wlth whom Moore lived; Milton
Chiakin has shown that the specifilc literary models were

Balzac's Les Illusions perdues, Goncourt's Manette Salomon,

and Zola's La Curbe.ll Moore gives a summary of the plot:
Three women undertake to work for a young
man's welfare: a work-girl, a rich woman, and a
lady of high degree. All contribute something,
and the young man is put on a high pedestal. One
worshipper retains her faitsjé one loses hers par-
tially, and one altogether.

More specifiically, the story tells of the rise of a
young and not very skillful artist from impoverishment to
membership in the Royal Academy. One of the ways of seeing
the modernity suggested by the tiftle is to contrast 1t with
the pattern of "the young man from the provinces" which
Lionel Trilling has described as the "backbone" of nineteenth-
century fiction.13 Lewis Seymour, a penniless aspiring artist,
acquires his “transformation"14 in his meeting with Mrs. Ben-
tham, who introduces him to artistic opportunities and the

world of ballrooms., But his series of tests are not against

Milton Chiakin, "The Composition of George Moore's
A Modern Lover," Comparative Literature, CLVII (Summer, 1955),
2590-26l4,

12Moore, Lewis Seymour, pp. viii-ix.

s

13Li0ne1 Trilling, "The Princess Casamassima” in The
Liberal Imagination: Essays on Literature and Society
(Garden City: Doubleday & Company, inc., 195%), p. o7.

Y1014., p. 70.
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a static society whose values he must understand and learn

_to conform to; instead the soclety is made up of sentimen-

tally and sensually motivated persdnages whdm, with his
absolute ego, Lewls can use for his own ends., He uses the
three women, from. three levels of soclety, and 1t is only
Gw&nnie Lloyd, the laundress, who faces any moral problem--
a conflict between the Methodist virtues of "modesty" and
"dutx"l5 in conceding to the demands of Lewis. Mrs, Ben-
tham's hesitancy to become Lewls's mistress is motivated
by fear of scandal, and Lady Helen has only to overcome
the old-fashloned prejudices of her parents in order to
marry- Lewis. In this novel, then, there is an ironic com-
ment on the traditional story of the provincial young man:
modern soclety has lost 1ts abllity to test the outsider
if he 1is equipped to use the moral softness of socilety
against it.

Lewls Seymour is the structural center of the bool.
He 1s the "modern lover" incapable of love who finds this
incapacity an asset. He supposedly sacrificed an artistic
greatness of which he dreamed, but despite the'extent of

the discussions of art, this is no Kunstlerroman. We are

convinced that Seymour has no element of greatness in him,

and 1f we are meant to consider Seymour a failure, his

15Geor e Moore, A Modern Lover (London: Tinsley
Brothers, 1883), p. 24. '
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failure is never made clear,

However, the aesthetic discussions and intrigues of
the novel, although having little to do with the central
story, do function as an attempt to give the novel historical
concreteness, to follow Zola's ideal of embracing "modern

life in its entirety,"l6

and to express Moore's aesthetic
position at the time of the writing of the novel. The
central conflict is between the medievalists, represented

by most members of the Academy, and the moderns, represented
by the painter Thompson and the novelist Harding. The mod-
erns are, of course, given all the right values., Thompson;'
ingisting that modern art is based on logic ("It is the pnsi-
tivism of art, nd? as a minor modern exults), explains the new
movement: "The novelist is gaining the day for the study of
the surroundings; the painter for atmospheric effects; and
the musician will carry the day for malodious uninterrupted
deductions, for free harmony which is the atmoaphere of music."18
For the painter this 1eads to subjects lacking idealization,

such as dirty housemaids. Harding defines the new novel:

We do not always'choose what you call unpleasant
subjects, but'we try to go to the roots of things;

16Moore, Confessions, p. 92.

17Moore, Modern Lover, p. 269.

B1p14., p. b1,
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and the basis of life, being material and not
spiritual, the analyst inevitably finds himself,
sooner or later, handling what this sentimental
age calls coarse, But like Thompson, I am sick
of the discussion. If your stomach will not
stand the crudities of the moral dissecting room
read verse; but don't try to distort an art into
something it is not, and cannot be. The novel,

_1f 1t be anything, is contemporary history, an
exact and complete reproduction of social sur-
roundings of the age we live in. The poem, on
the other hand, is an ideallsation, and bears
the same relation to the novel as the roast beef
does to the rich, ripe fruit wQ%ch you savour
when your hunger is satisfied.

This, I assume, 1s the aim of A Modern Lover, and the dis-

cussion itself is a part of the "social surroundings" which
the novel presents.

The success of the presentation of morally decaying
society has already been discussed. In addition to the world
of the artist, other facets of the social surroundings which
the novel presents are a rather non-specific plcture of lower
class 1ife, extensive descriptions of a country ball and a
country tennis party, the social life of Paris, and the
fashionable life in London. Much of this presentation is in
the form of satiric caricature: the lecherous Lord Senton,
the grasping Mr, Carver, the ineffectual parents of Lady
Helen. The result of this kind of presentation is that the
reader finds it difficult to belleve that what is presented

is social history: comic exaggeration 1s not a device com-

lglp__i_‘d_c b ppo h‘l-nzo
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patible with social realism.

Harding does not make the naturalistic connection be-
tween the picture of the surroundings and the actions of the
characters;‘he fails to raise the questlon of determinism
except in his denial of the spiritual, And Moore fails to
find any consistent causal relationship between environment
and action, He carefully traces Seymour's background, but
we must accept his character as given by the author and
thus find_the springs of action in his weakness of charac-
ter. Gwynnie Lloyd's actions spring from her Methodist en-
vironment, and since she remains a minor character, her
background does explain her consistent idealism. Moore
states that Helen Bentham has been "spoiled by aristocratic
tastes,"zo but this does little to explain her temperament.
Lady Helen is a sensualist seeklng new sensations, but this
is given, not developed causally. Thus there is 1little
stress on determinism, and the springs of action remain on
a priori temperament.

A statement by Harding early in the novel can be used
to sum up the theme:

The age is dylng of false morality and sentimen-
tality, and neither you nor I can do anything
about it, nor a host like us. These confounded

women wlth their poetry, their art, their aspira-
tions, have devoured everything, like a plague of

201p1d., p. 32.
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" locusts; they have conquered the ninetegfth century
as the Vandals did Europe in the sixth,
Unfortunately, elther Moore falled to understand his theme
clearly or failed to find a structure and technique to pre-
sent his theme, for the final effect of the book is not con-
glstent with the theme. By using Seymour as an organiza-
tional center and by analyzing him so that little sympathy
can be extended by the reader, Moore has made us sympathetic
with the false morality of the three women, the representa-
tives, in varying degrees, of the "false morality and senti-
mentality" of the age. In its effect then, the book is a
condemnation of amoral Don Juanism, a favorite subject of
Moore, rather than an indictment of a decaying society.
Rather than an objective soclal history, the book exists

as a study of a character who is what has come to be known

.as an anti-hero. One of the earliest reviewers saw this

discrepancy between intent and result:

One is made aware by certain passages that
Mr. Moore would fain imitate the methods of Zola
and his odious school, but two obstacles are in his
path--the faith of a Christian and the instincts of
a gentleman; the author recognizes and respects
goodness, purity and disinterestedness, and if M.
Zola or any hogs of his sty could write such an
episode as that with which the story opens, the
workgirl's sacrifice for the penniless artist,
one would have as g%ch hope for their future as
that of Mr. Moore,

2l1p1d., p. 39.

22Quoted in Hone, p. 96.
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Perhaps the confusion--~I should reiterate that the flaw is not
that Moore did not write a Zolaesque novel but that theme and
effect are not consistent--is due to Moore's having to 'atten-
uate dreadfully" in order to make the work palatable to the
English public. Certainly, at this period it was not due

to his "faith of a Christian," since Moore was still vio-
lently denouncing Christianity, Roman Catholicism eépecially.
But the most likely explanation is that the sentiment of
disgust with humanity, which he preached in Confessions and
which aided the»French writers in attaining their apparent
amoral attitude, was still only a pose., Basically, as the
reviewer pointed out, he had "the instincts of a gentleman,"
and the instincts of the true nineteenth-century gentleman
were moral and humanitarian,

From its publication onward, this novel has been
singled out as introducing something new to English fiction.
As Chiakin phrases it,

It /A Modern Lover/ was the first published English
novel directly affected by the traditions of French
realism . . . . It was the first considered depar-

ture from Victorian modes of fiction and the start-
ing point of the transformation that has taken place

in the gnglish novel in the last sixty or seventy
years.2

The question of what is new remains., The most obvious novel-
ty is the abandonment of poetic justice--the rewarding of the
good, the punishment of the wicked. Second, the effort, not

230niakin, Comparative Literature, 259.
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entirely successful, to pfesent the facts about at least
three layers of English society, though not without pre-
vious examples, 18 still something of an innovation. Third
is a greater freedom of subject matter, reflected in Moore's
overstated claim to have invented adultery in the Ei..glish
novel; sexual motivation 1s often used, Seymour's pfomiscu-
ity is stressed, and as Brown puts it, there is a "leering
at.undraped females“24 in the book. In structure and in
techniques of characterization and narration, the novel
offers nothing much that is new, and in the final analysis

n25 except in its

the novel 1is "pallid and unexceptionable
abortive study of the decay of soclety. But in this attack
upon society, upon traditional values, Moore, even in his
first novel, found a solution to the problem which caused
Gissing to mar many of his novels. The values of Moore's
women are being attacked on the basls of a new standard of
values which is anti-sentimental and anti-traditional. The
fault of the three women is not their imnorality in the tra-
ditional sense--that they will yield their honor to Lewis--
but their sacrifice of thelr own selfish interests. Although
the point 1s not yet clearly defined here, traditional values

are being weighed against "natural" values and found wanting,

It is by means of this critical standard that Moore will

24Brown, p. 90,

251bid.
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push beyond the kind of sensational effects created by Giss-
ing. |

Some of the flaws as well as the assets of A Modern
Lover are discovered upon comparing it with "a new nove1"26
which Moore made in 1917 out of this first anecdote. The
most noticeable change is trimming the three volume version
to one volume, In order to accomplish this, Moore removed
two elements 6f the earlier version: the long descriptions
of parties, social life, and general surroundings and the
authorial characteﬁ analysis., At the time of the revision,
Moore had long since renounced naturalism and renounced the
desire to present social history, and he had discovered
techniques fdf showing the reader rather than telling him
about character. Another noticeable change 1s the greater
freedom in the treatment of sex: in the second version
Seymour and Mrs. Bentham are described together in bed; the
honeymoon with Lady Helen is pre-marital ratﬁer than post-
marital; and there is a lengthy analysis of the strong and
weak points of Helen's body. Most of these changes were de-
signed to shock or titillate the reader.rather than function
effectively in the novel, although they do strengthen the
sexual motivation of tiie characters. Psychological depth has
been added. The Oedipal nature of the relationship of

Seymour and Mrs. Bentham is developed; the sensually moti-

~26Moore, Lewls Seymour, p. ix.




85

vated rebellion of Lady Helen is stressed--she has become the

.common fictional free woman of the Twentieth Century; the

background figures have receded until they are neither cari-
catures nor characters, only props. Some improbabilities
have been removed, such as Gwynnie Lloyd's being employed as
a mald by Lady Helen. The novel has become a psychological
novel produced by a writer who has mastered his craft, but
1t 1s a novel told for the purpose of the story. The women
have become the value characters, and at the end Seymour is
a simple cad. It is no longer a picture of a society; it is
a story--a plotted novel based upon-the unnaturalistic be-
l1ief that "it's the story that counts."2'

To escape the censorship of the circulation libraries
and to appeal to an audlence which found the circulating
library system economically prohibitive, Zola advised Moore
to publish his next novel in a cheap one-volume edition,
Having written of the two subjects with which he was thor-
oughly famlliar--the social and artistic worlds of Paris
and London--he set out, notebook in hand, to visit an ugly
town noted only for its pottery and then travelled with a
group of provincial players. Brown suggests his motivation
during this period:

He had composed A Modern Lover in a spirit of
reasonable ‘moderation, but, finding no reciprocal

mood in the opposition /The publishers and the
lending libraries/, he prepared to intensify his

2T1p1d., p. vi.
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attack, He thereupon set out to write his one
strictly naturalistic novel, a tale of dipsomania,
adultery, asthma, and obesity among a troupe of

proviggial players, A Mummer's Wife, printed in
1885,

The reader of 1885 did not have to read far before he

knew he had something different from his usual fictional fare:

Kate ran to the window and threw it open.
The paroxysm had reached 1ts height, and, resting
his elbows well on his knees, he /The husband/
gasped many times, but before the inspiration was
complete his strength failed him. No want but
that of breath could have forced him to try again;
and the second effort was even more terrible than
the first. A great upheaval, a great wrenching and
rocking seemed to be going on within him; the veins
on his forehead were distended, the muscles of his
chest laboured, and it seemed as if every minute
were going to be his last. But with a supreme ef-
fort he managed to catch breath, and then there was
a moment of respite, and Kate could see that he was
thinking of the next struggle, for he breathed
avariciously, letting the air that had cost him so
much agony pass slowly through his lips. To breathe
again he would have to get on his feet, which he
did, and so engrossed was he in the labour of breath-
ing that he pushed the paraffin lamp roughly; it
would have fallen if Kate had not been there to
catch it. She besought of him to say what he wanted,
but he made no reply, and continued to drag himself
from one piece of furniture to another, till at last,
grasping the back of a chair, he breathed by jerks,
each inspiration being accompanied by a violent spas-
modic wrench, violent enough to break open his chest,
She watched, expecting every moment to see him roll
over, a corpse, but knowing from past experiences
that he would recover somehow. His recoveries al-
ways seemed to her like miracles, and she watched
the long pallid face crushed under a shock of dark
matted hair, a dirty nightdress, a pair of thin
legs; but for the moment the grandeur of human suf-
fering covered him, 1ifting him beyond the pale of
loving or loathing, investing him and clothing him

28Brown, p. 92,
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in the pity of tragic things. The room, too,
seemed transfigured. The bare wide floor, the
gaunt bed, the poor wall plastered with religious
prints cut from journals, even the ordinary fur-
niture of every-day use--the little washhandstand
with the common delf ewer, the chest of drawers
that might have been bought for thirty shillings--
lost their coarseness; their triviality dis-
appeared, until nothing was seen or felt but

this one suffering man.

The horrible details of the asthma attack and the suffering
they communicate, the dirtiness and ugliness of the man in
pain, the almost incidental description of the room and its
contents, stressing tastelessness and consciousness of cost--
here is the medically and economically painful subject matter
with which Zola gained his greatest effects. And it is the
world of Kate Ede, the viewer, the evaluator of this particu-
lar scene. The scene functions not only as pure description
but as a characterization of Kaﬁe's ability to understand and

sympéthize.

He was her husband; he had suffered terribly,
and was now bettver; and she was his wife whose duty
it was to attend him. She only wished he would al-
low her to love him & little better; but against her
will facts pierced through this luminous mist of
sentiment, and she could not help remembering how
petulant he was with her, how utterly all her wishes
were disregarded, 'What a pity he 1s not a little
different!' she thought; but when she looked at him
and saw how he suffered, all other thoughts were
once more drowned and swept away. She forgot how
he often rendered her life miserable, well nigh un-
bearable, by small vices, faults that defy defini-
tion, unending selfishness and unceasing irritability.

29George Moore, A Mummer's Wife (New York: Brentano's,
1917), pp. 6-7.
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But now all dissatisfaction and bitternesses were
again merged into a sentiment that was akin to

love; and in this time of physical degradation he
possessed her perhaps more truly, more pgrfectly,
than ever in his best moments of health,30 '

Moore has learned his lesson from Madame Bovary, not only in

the basic motivations of Kate but also in his ability to use
Kate as central consciousness (only in parts of the novel)
and at thé same time develop ironically the conflicts and
inconsistency of her character.

Kate's vacillating attitude toward her environment,
summed up for practical purposes in the previous passage
concerning her attitude toward her husband, is skillfully
rendered in the opening chapters of the book. In a house
with her husband Ralph and her mother-in-law, a strict puri-
tan, Kate has a dressmaking business, Raiph a small shop, and
they have an apartment for rént° The income is secure though
small. In Chapter III, Moore pauses to give us Kate's back-
ground, fairly typical of the lower midale class girl except
for her lack of religious feeling and her sentimental ten-
dencies which have been fed by reading popular romances. But
this 1s her world, a world of mixed satisfaction and frustra-
tion, equally balanced, until D;ck Lennox, the manager of
Morton and Cox's Operatic Company, moves into the Edes' lodg-
ing, engendering dreams of a world beyond the confines of the
ugly manufacturing town of Hanley--"An ugly little brick town--

brick of all colours: the pale reddish-brown of decaying

301p14., p. 8.
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brick-yards, the flerce red brick of the newly built ware-
houses that turns to purple, and above the walls scarlet
tiled roofs pointing sharp angles to a few stars," 31
The casual romance between Kate and Lennox devel-
ops in the ugly streets and on a tour of one of the pot-
teries, where Moore allows the documentary method to
overcome any ideal 6f economy by giving us a full descrip-
tion of the many rooms and functions of the pottery. Even
after Kate has resisted Lennox's first attempt to kiss her,
she cannot be angry with the man:
The man was coarse and largely sensual, but
each movement of his fat hands was protective, every
word he uttered was kind, the very intonation of his
voice was comforting. He was, in a word, _Human, and
this attracted all that was human in her,32
After Lennox's departure, Kate's sentimental feeling for him
grows rapidly, and upon his return, she finds, while attend-
ing one of the performances of the opera, a fulfillment of
her many dreams, Dick finds it easy to conquer her reticence,
and'théy become lovers. bick, an impﬁlsive sensualist, likes
Kate aﬁd convinces her that she should abandon Hanley and

travel with him., Her weak conscience overcome by her dreams,

Kate abandons "a strict and austere mode of Life"33 to enter

the ﬁohemian life of the acting company.

311pid., pp. 35-36.
321p14., p. 83.
 331pid., p. 195.
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Despite her desire for marriage and her constant fear
of losing Dick's love, Kate is happy with the troupe, espe-
clally after she is given a singing part in several of the
operas. On the night of her first success as a star, she 1s
taken to a bar to drink to her triumph, but she hag missed
Dick at the theater. Upon finding him, she, inspired by
drink, attacks him with Jealous rage. The instrument of
her success and her downfall are the same: the star's
spraining her ankle. Dick felt obligated to see the star
after the performance, and this act initiated Kate's drunk-
enness and Jealousyl From this time, Kate 1s constantly
suspicious of Dick, and although their period of happiness
is over, Dick, "from a mixture of lassitude and good nature,"3u
bore these trials without undue annoyance., Kate's strange be-
havior is explained:

And in wonder these men /Lennox and Mont-

' gomery/ watched the progress of Kate's malady

without ever suspecting what was really the matter
with her. She was homesick. But not for the house
in Hanley and the dressmaking of yore. She had
come to look upon Hanley, Ralph, and Mrs. Ede, the
the apprentices and Hender as a bygone dream, to
which she could not return and did not wish to re-
turn, Her homesickness was not to go back to the
point from which she had stagged, but to gettle
down in a house for a while,

Another reason for her emotionalism, as she confides to Mont-

gomery, is her pregnancy.

M1pid., p. 258,

—a

3B1pid., p. 259.
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Dick, when informed of Kate's condition, quickly sets
a date for the marriage, and in the midst of the celebration,
the height of happiness is reached by Kate:

The past seemed now to be completely blotted
out., What more could she desire? She would go on
acting, and Dick would continue to love her., By
some special interposition of Providence all the
hazards of existence over which she might have
fallen had been swept aside. What broader road
could a woman hope to walk in than the one that lay
before her in all its clear and bland serenity?
God had been good to her! and he was going to be
good to her. What a tie the child would be, what
an influence, what a source of future happiness!
They would work for their child; a boy or girl,
which? Would it not give them courage to work?
Would it not give them strength to live? It would
be something to hope for, Oh, how good God had
been to her; and how wicked she had been to Him!
Her heart filled with a fervour of faith she had
never felt before; and facing the gracious future
which a child and husband promised her, she offered
up thanksgivings for her happiness, which she ac-
cepteg6as eternal, so inherent did it seem in her-
self.

This bourgeois meptal paradise is short-lived: "The ebb of
the cdmpany's prosperity dated from Kate's marriage.“37 As
Dick faces the prpblems of company exéenses exceeding in-
‘come, Kate becomes more restive: "For the twentieth time
since she had donhed them the robes of the Bohemian fell
from her, and she' became again in instincts and tastes a
middle-class womaﬁ longing for a home, & fixed and tanglble

fireside where she might sit in the evening by her husband's

$1pid., pp. 281-282,
3T1b1d., p. 286.
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side, mending his shirts, after the work of the day."38
The economic depression of northern England, bringing the
disintegration of the troupe, leads, strangely, toward thig
ideal of security. Kate has a daughter, and Dick, with no

more plan than "the scavenger dog that prowls about the -
gutter in search of offal,"39 goes to seek money among the
crowds of Manchester,

Desplte thelr poverty, Kate fesists going to work,
stays at home pretending to care for the baby but actually
indulging herself in the medicinal doses of brandy the doc-
tor prescribed. The most concrete result is neglect of the
| child, leading to i1ts death as Kate lies in bed in a drunken
stupor. |

Already the rim of light had become a crescent, and
before her eyes closed in sleep the full moon looked
down through the window into the cradle, waking the
sleeping child. But her cries were too weak; her
mother lay in sleep beyond reach of her wails,
heartbreaking though they were. The little blan-
kets were cast aside, and the struggle between life
and death began: soft roundnesses fell into dis-
tortions; chubby knees were wrenched to and fro,
muscles seemed to be torn, and a few minutes later
little Kate, who had known of this world but a ray
of moonlight, died--a glimpse of the moon was all
that had been granted to her. After watching for
an hour or more, the moon moved up the skies; and
in Kate's dream the moon was the great yellow
witch in the pantomime, who, before striding her
broomstick, cries bﬁck: '"Thou art mine only, for
ever and for ever!'*0

Bpid., pp. 290-291.
391b14., p. 322.
%01p14., p. 334,
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The loss of Dick's love and the loss of the only element
which tended to render her morally responsible, the child,

make this the climactic point of the novel.ul

Mixing Kate's jealousy and alcoholism in ever-
increasing.intensity, Moore paints the complex pattern of
the destruction of the marriage. Kate's rationalizations--
she drinks because of Dick's unfaithfulness, because of her
sorrow for her lost child, because of her loneliness--are
counterpointed against her weakness of character and'her
essential purposelessness in life, Lennox's desire for
peace from Kate's increasing rages leads him to hope for.
Kate's drunkenness. Reconciliation flows into physical
violence in a progressive pattern of alienation. At this
point Dick finds hope in the aid of the rich but eccentric
mystic, Mrs, Forest, who wants Dick to produce plays she is
writing. She 1s a flaw in the novel because of the obvious-
ness of her function--she offers Dick a solution for his
monetary problems and serves as a center for Kate's rage.
Hone states that Mrs, Forest is introduced because of Moore's

fear of the monotony of this section of the book,ue but

ulMoore's lack of technical facility is noticeable in
this passage. To galn the stress necessary to make the read-
er notice that the passage 1s climactic, Moore must resort
to sentimental word choice and the personification of the
moon,

42Hone, p. 106,
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whatever the reason, she serves only to distract the reader
frOm the effective presentatioh of the deterioration of Kate,
Kate's drinking and jealousy lead her not only to physical
attacks upon the ever-patient Lennox but lead her to pursue
him about London, In the scene most shocking to the Viec-
torian reader, the drunken Kate has taken a cab in search
of Dick:

Then her dream was brought to an end by a gulp.

Oh! the fearful nausea; and she did not feel bet-

ter until, flooding her dress and ruining the red

velvet seat, all she had drunk came up. But the

vomit brought her great relief, and had it not

been for a little dizziness and weakness, she would

have felt quite right when she arrived at the stage

door. In a terrible state of dirt and untidiness

she was surely, but she noticed nothing; her mind

being now fﬁ%ly occupied with what she would

say L[] L] a [ ]
There follows a minor triumph for the serious novelist:
Moore succeeds in creating a street scene involving a
drunken wife raving at an embarrassed husband without making
it humorous to the reader.

Kate's doom is inevitable, Through a series of bro-
ken promises, ineffective cures, and painful illnesses, Kate
loses her beauty (symbolized‘by the loss of her hair), the
last of her will, and her husband., Lennox's adherence to
his wife has a dual motive: "In the first place, he pitied
his wife; in the second, he did not know how to leave

her . . . ."™ TLennox is essentially as weak as Kate--only

43MQor_'e, Mummer's Wife, p. 389,
M1pid., p. M7,
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more fortunate, He is finally forced to leave, and he adjusts
to the wifeless state with the remarkable ease characteristic
of his nature. Kate, alone, can only dwell upon the past
happiness with Dick, when she 1is sober enough to think,

Preceding the lnevitable conclusion to the novel,
the death of Kate, Moore weakens his patﬁern of consigtent
degeneration by two examples of action designed for rather
cheap ironic effects. Kate and Ralph Ede, her former hus-
band, meet accidentally on the street and spend an evening
togepher, full of unexpressed regrets and mutua; self-
recrimination, The scene does communicate Moore's idea
that the pathetic state of these two human beings is no
one's fault, but in the usual tightly structured causal
pattern in which Kate is caught, it is intrusive, The other
weakness is having Mrs. Forest, Lennox's theatrical angél,
nurse the dying Kate; the scene involves the discrepancy
between the muttering of the incoherent Kate about concrete
memories and the attempt of Mrs. Forest to write transcen-
dentally optimigtic poetry by the bedside.

W. Somerset Maugham's rather unfair stricture of

Esther Waters, "no one could attach so great a value to that

work who had an intimate knowledge of the French novel during

the nineteenth cen‘cury,"45 1s probably more appropriate to

45W. Somerset Maugham, The Summing Up (Garden City:
Doubleday & Co., 1948), p. 21.
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A Mummer's Wife., The central problem as well as many of the

details of the results of alcoholism is drawn from Zola's
L'Assommoir, and Kate's distorted picture of the world caused
by misguided reading and many detalls about the disintegra-

tion of her marriages owe much to Madame Bovary. But 1t is

precisely this obvious kinship as well as many less obvious
similarities to the preeminent examples.of naturalism that
make this novel central to any study of naturalism in England.

The failure of A Mummer's Wife to attract scholarly attention

to 1ts true historic importance 1s strange, In addition to
being, the first full attempt to Anglicize néturalism, it,
"Instead of proving futile, as previpus defiant gestures

had, . . . started a new /publishing/ trend: one house after

nh6 It was the first

another began to issue new books at 6s.
major step in breaking the economic power of the lending
libraries and thus in actualiy reforming the structure of
the English novel as a result of freeing it from the three-
decker format. In addition, the novel contributed another
major step in the continuing process of gaining greater free-
dom of subject matter for the English novel.

The central theme is indicatgd by the original epi-

graph to the novel, quoted from the historian Victor Duruy:

46Richar’d D, Altick, The English Common Reader: A
Social History of the Mass Reading Public 1800-1900 (Chi-
cago: ‘Unlversity of Chicago Press, 1957), p. 312.
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"Change the surroundings in which man lives, and in two or
three generations you will have changed his physical consti-
tution, his habits of life, and a goodly number of his iLdeas."u7
The structure of the novel is basically simple but adequately
designed to present this experiment in environmentalism. The
~introductory chapters present the natural environment of a
fundamentalist middle class;woman:' Hanley with the struggle
for economic security, the conscience of Mrs. Ede, the ugli-
ness of Ralph's illness reflected in the town itself, and the
éscape into romantic literature, Here Kate's moral vision is
as'constricted as her travels, limited to the city limits,

’but in this constriction there is safety. Like many women of
héf class, she dreams of romantic escape, but unlike mosﬁ, her
beauty and her fortultous meeting with Dick Lennox allow the
dream to come true, Breaking the primary rule c¢f her environ-
ment, she is unfalithful to her husband. The second section
develops Kate's futile struggle to reconcile the conflicting
values of two environments--the clear rules of Hanley with

the ephemeral, ever-shifting values of a Bohemian group of
actors. This new environment offers some very real rewards:

a love for Dick Lennox which is both passionate and romantic;
a gratification of her desire for beauty in music, clothes,

and person; and a satlsfaction of her vanity through the

A7Quoted in Brown, p. 93.
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praise she receives as a result of her appearance on the stage.
Despite these achievements, she wants to impose upon Dick her
old vaiues: marriage, permanent home, church attendance, She
fails to.accept or even understand the basls of the values of
Dick and his Bohemlan world--an instinctive hedonism in which
usual moral norms have no place. Freed from the old restric-
tions and unable to find any stable ideals in the new environ-
ment, Kate indulges herself in jealousy (the old moral law
applied to the freer society of the acting troupe) and brandy.
The concluding section of the novel portrays in simple physi-
cal but complex psychologlcal terms the destructlon that en-
sues from Kate's inability to adjust to her new environment,
The final symbol of her degradation--the indication that she
has lost all values--is her marital infidelity to Dick:
while drunk, she is piceked up and taken to a hotel by someone
she met in the bar, Her horror at this half-remembered act
shows the continued strength of her original fundamentalist
values, ) : | |

As subJects for his well- designed experiment in test—
ing the effects of change of environmenu, Moore creates his
primary subject Kate and two control groups, one from the
Hanley environment and one from the Bohemian world., Mrs. Ede,
Ralph's mother, and Hender, Kate's assistant seamstress who
marries Ralph after Kate's departure,‘are so lightly charac-

terized as to remain representations of values in the
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environment, the first its fundamentalist morality, the sec-
ond 1ts superficial desire for romance counterbalanced by a
bagic desire for security. Ralph Ede's sickness renders
concretely the ugliness of the environment and his com-
mercial dreams are typical of Hanley's real romance, but
even thdugh_in his meeﬁing with Kate at the end of the novel
there 1is a sense of pathetic lack of accomplishment, he, by

adhering to his environment, has escaped the degradation of

" Kate. The Bohemians, led by Dick Lennox, are perfectly

adjusted to their world, They are vain, often amoral, per-
petually financially insecure, but they are never self-
destructive. And attesting to Moore's bravery in 1885, they
are‘mostly humane, unlike the elder Mrs. Ede. An example of
their values is the actions of Lennox. He 1s attracted to
Katé by her beauty, which arouses his sexual desire. Like
most of his actions, his decision to take Kate with him is

a casual one, He loves Kate and desires to please hey even
long after she has become a detriment rather than an asset
to his 1life. He marries her to please her: marriage is a
meaningless ceremony in his world. He supports her even :
after he leaves her, not primarily because it is the honor-
able thing to do but because it 15 easier to do so than not.
He leaves her only when he is forced in order to protect his
way of life, In any comparison of humane actions in the

novel, the actions of Lennox, even though based upon totally
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selfish values, would be most pralseworthy. As long as he
is in his natural environment, he is a successful human being.,
I think Brown's finding of the pattern of inverse relation-
ship--Kate's fall simultaneous with Dick's riseus--distorts
the structure of the novel, Kate falls, but Dick, in essence,
remains the same. His apparent economlic success at the end
of the novel is, like all his economic gyrations, incidental,
As long as he can act freely in his environment, he is safe,
If EBrown means moral rise and fall, he is even further wrong.
Dick Lennox's morality has not changed. His actlons tsoward
his next Kate will be as pralseworthy or as morally reprehen-
sible as were hig actions with the Kate of this novel, The
point is that, given his environment, Lennox is stable.

Aided by this simplicity of structural coqﬁrast,'
Moore achieved in the characterization of Kate Ede an "effect

" an avoidance of the consist-

that may be called incongruity,
ency which was a convention of the older novel.ug This in-
congrubus'effect is gained through ironic techniques, and it
is in his use of irony that we can see Moore's greatest tech-

nical progress beyond A Modern Lover., We see through Kate's

mind her basic motivations--love for Lennox, desire for se-
curity, fear of loneliness--and we are shown dramatically

the incongruous actions springing from these motivations--

%1p14., p. 95.

49Myers, p. 4,
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brutal jealous rages, repeated reliance on drink, and the
public gpectacles of a drunken, self-destructive female.
This ironic pattern is structurally underlined in the last
third of the book by a series of progressive contrasts:
Kate alternates between irrational harridan and contrite,\"
- tender, determined wife, and the process is climaxed by
her final plunge into total degradation, when deserted by
Lennox, and the incoherent ramblings on her deathbed when
she remembers the values the Hanley environment}representé.
Howevef, in order to retain critical perspective, one must
add that this pattern of incongruity is not to be cohfused
with the complexity we find in Henry James a little later
or in Flaubert a little earlier. Moore does not have the
~1ronic techniques dependent upon James's strict ménipula-
tion of point of view nor Flaubert's mastery of tonal Varia-
tions based upon strict manipulation of language. What we do
have is the development of Incongruity of characterization
based upon a discrepancy between motive and act, an incon-
gruify which is presented in terms of environmental change
rather than rendered in terms of complex human action.so
One of the central tenets of Zola's formula for the
experimental novel was objectivity, and certainly this was

one of Moore's goals in A Mummer's Wife., Authorial

0gee the theoretical writings of Henry James,
Joseph Conrad, and Ford Madox Ford.
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objectivity as a technique, once considered a relatively
simple idea involving such issues as control of- point of
view.and the avoldance of generalizations by the author,

has become a complex question of aesthetic theory through
the subtle analyses of Wayne C. Booth and others. -Sincé
objectivity has traditionally been one of the defining

terms of naturalism, Moore's attempt at this quélity musf

be analyzed in light of Booth's statement that "none ., . .
of the claims to objectivity in thefauthpr has any necessary
bearing on technical decisions."”’ Booth's classification
of kinds of objectivity, "neutrality toward all values,"52
"impaftiaiity toward characters,"53 and "an unimpassioned

n54

feeling'tbward characters, is useful in any approach to

this problem. It is appareht in A Modern Lover that there

is neifher impartiality nor unimpassioned feeling toward the

characters because Moore considered and wanted us to consider
Lewis Seymour a cad. Except in a few places such as thezcli-
mactic paésage on the death of the child which I have quoted,

Moore created the effect of objectivity toward character in

A Mummer's Wife because it was a thematic necessity: any

5lyayne C. Booth, The Rhetoric of Fiction (Chicago:
University of Chicago Press, 1961), p. 83.

52Ipid., pp. 67-68.
531p1d., p. T4.
541p1d., p. 81.
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preference or sympathy shown for any one character would have
reflected upon the values of the environment which that
character represents and would thus disrupt the structural
balance of the novel., To gain this effect, Moore manipu-
lated novelistic'conventions, i.e., adapted techniques to
gain specificzends. One of these techniques is a combina-
tion of abstention from authorial analysis and the irony
inherent in the structure. The central irony of‘the novel--
Lennox's stability springing from a lack of traditional
values Juktaposed with Kate's destructive instablility arising
from her 1nab111ty to control the traditional values asso-
clated with Hanley--depends upon Moore's allowing the idea

to be'worked out structurally rather than analytically. An-
other device leading to the effect of objectivity 1s the
creation of incongrqity in characterization, a facet already
analyzed. Necessary to Kate's realistic characterization

and the reader's varied reactions to her 1s the author's’
neutral presentation of the reality of both Kate's motiva-
tion--which elicits sympathy from the reader--and action--
which 1s repulsive to the reader. ih the characterization

of Lennox, Moore galned the effect of objectivity by relying
on the reader's knowledge of and expectation of the tradition-
al hero in a love story and then ironically thwarting this
expectation with the reality. Lennox's romantic impulsiveness

and, later, his patience with the deranged Kate are conven-
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tions of the hero; these traits are carefully overbalanced
by the stress upon his fatness, his grossness of appetite,
his insensitivity, his selfishness, his action in leaving
Kate, and his lack of concern at her death. In terms of
the techniques available to him and his only partially de-
veloped abllity to use these technliques, Moore attempted

to give the effect of objJectivity. The reader may delve
dangerously into the author's intentions to say that Moore
really preferred Lennox over Kate, or he may react im-
pressionistically to say that he prefers Lennox{ but either
of theée attiﬁudes.ignores one of Moore's'major achievements
in this novel.

An even more important question is that cgncerning
objectivity in terms of "neutrality toward all values."
Moore's creatlon of Lennox és a stable personality and Kate
as an unstable one, associated with his use of these charac-
ters as representations of values, implies, after all, a dis-
tinction in values., If the unstable character dles due to
the failure of her values and the stable one lives, the author
has certainly sacrificed, in terms of the effect of the novel,
any claim to absolute neutrality. Booth's argument that
strict neutrality of values, if possible in fiction, leads

to confusion rather than artistic success55 seems unanswerable.

551bid., Chap; III, passim.
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And of course there is a set of norms present in A Mummer's
Wife: to put the central norm in its simplest terms, we
might say that the book is about the survival value of adher-
ing to one's environment., But neither Booth's valid conten-
tion nor Moore's illustration of this contention makes fools
of Flaubert and Zola with thelr assertions about objectivity,
nor does it negate the fact that belief in an 1deal of ob-
Jectivity brought change in the techniques of the novels by
Flaubert, Zola, and their imitator Moore. .
Regardless of whether Flaubert and Zcla thought that
they were rejecting all values or only outmoded values, it

becomes obvious in both Le Roman Experimentale and all of

Zola's novels that Zola was attempting to substitute new
values, which he described as sclentific, for traditional
moral norms, Moore's claim that his disillusionment with
naturalism came with the recognition that Zola was not_an ob-
Jective artist but a propagandist for social improvement only
indicates that he was a very careless reader, but his practice

in A Mummer's Wife proves that he was a better imitator than

theoretician. What he gained from Zola was this new set of
values--thought of by Moore, no doubt vaguely, as natural as
opposed to the dominant sscial morality--and a way of present-
ing these values in fiction with apparent objectivity, i.e.,
without the author's stating these values himself or present-

ing them, like Gissing, through a spokesman for himself. Thus
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when we compare Moore's enthusiasm for Zola and the "new
sestheticism--the new art"56 with Moore's practice, we find
that at least part of this enthusiasm was for a new technique
for shocking--a new iconoclasm,

For Moore and for many of the early followers of Erench
fiction, the ideai of objectivity offered a technique of what
one might call built-in irony. The shift'from traditional
morality allowed Moore to create a discrepancy between the
facfual mode of narratlion and the moral expectations of his
audience, As much as Moore attacked the Vigilance Sociletles
and their reflectlon of the low taste of English readers, the
effects of his early novels are dependent upon the existence
of the mordlity that he condemne‘d.57 The effect depends on
irony of situation combined with a factual tone., I have al-
ready pointed out some of the structural ironies dependent

upon this use of objectivity in A Mummer's Wife, e.g., the

failure of the girl with morals and the perseverance of the
amoral man, Others afe obvious: the punishment of the se-
duced, the freedom from punishment of the seducer; the success,

although not permanent, of illicit love; the calm, common ac-

56

Moore, Confessions, p. 95.

57Novel readers' consistently increasing freedom from
moral shock, a freedom which the naturalistic tradition both
caused and reflected, has made the early works of Moore,
Maugham, Frederic, and many other writers of the late Nine-
teenth and early Twentieth Centuries aesthetically ineffective
to the modern reader,
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;ceptance in the scene between the adulterous wife and the
cuckolded husband. The same technique can be seen in other
elements of the novel: the stress upon sexual motivation,
the relative happiness of the Bohemilans, the shrewish char-
acter of the moral mother-in-law. Thus Moore is using the
moral conventions of older fiction to set up an exbectatioh
which hé consistently thwarts. To see this pattern of
action as a means to gain greater realism is, in Moore's
novel, only a pértial answer, He selects his material not
so much because it is like 1life as because it will remind
‘the-regder of the author's rejection of the old Victorian
moral norms. Brown recognized this in seeing that "Moore
unhesitatinglj dispossessed the moral conscience of its
Victorian prestige as the pure center of serious fiction,
and in its plaée he put raw instinct énd physiology . . . .
By simple fiat, so it seemed, all the elaborate evangelical
moral machinery of Dickens and George Eliot were gimply ob-
litérated."58 Although Moore was not so permanently com-
mitted to "raw instinct and physiology" as he was to the
structural technique of ironic shock in the novel, the facts
that the novel communicates a set of values, which for con-
venience sake I will call natural or scientific, at variance
with the values held by a majority of its readers, and that

these values are inherent in the structure and therefore

58Brown, p. 92,
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must be inferred by the readers--thus Jjustifying, within
strict limitations, authorial objectivity or neutrality
toward values--are vital to the association of A Mummer's
Wife with the naturalistic tradition.

Thus Moore was led to the choice of the sensational-
ism of this'technique as well as of characters and setting
. by the desire to shock, the means for which he had gleaned
from French aesthetic theory favoring the study of the lower
classes. A study of the members of an acting company--known
for their immorality--was in itself a daring choice. The
choice of provincial, industrial Hanley as setting for the
early scenes allowed the use of the documentary method as
well as presented an opportunity for contrasting its uglinesé
with the greater beauty of the "immoral" 6utside world. In
addition'td the theme of the effects of environmental change,

A Mummer's Wife presents a panorama-of social reporting, not

‘'only in Hanley and within the acting company but also through-
out the northern towns in which the company entertains and
finally in London. The fallure of Morton and Cox's Opera
Company 1s explained by the problems of unemployment and
strikes 1n‘northern England. A study of English boarding

and rooming houses? complete with their variety of types of
owners from the first chapters in which the Edes rent one
room, through the suspicious owners of houses in Manchester,

to the grasping cold-heartedness of the managers of the lower
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class houses in London is presented. An example of the con-
crete description of background as well as Moore's audacity
for his time is illustrated by this picture of London, given
as the lonely Kate wanders after being rejected by Dick:

The lamps were now but like furred patches of yellow
laid on a dead grey background, and a mud-bespattered
crowd rolled in and out of the darkness. The roofs
overhead were engulfed in the soot-coloured sky that
seemed to be descending on the heads of the passengers.
Men passed carrying parcels; the white necktie of a
theatre-goer was caught sight of. From Lambeth, from
Islington, from Pimlico, from all the dark corners
where 1t had been lurking in the daytime, prostitu-
tion at the fading of the light, had descended on

the town--portly matrons, very respectable in brown
g8ilk dresses and veils, stood in the corners of alleys
and dingy courts, scorned by the younger generation;
young girls of fifteen and sixteen going by in couples
with wisps of died hair hanging about their shoulders,
advertisements of their age; the elder taking the re-
sponsibility of choosing; Germans in long ulsters
trafficked in guttural intonations; policemen on
their beats could have looked less concerned /gic/.
The English hung around the public houses, enviously
watching the arched insteps of the French women
drifting by. Smiles there were plenty, but the fog
was so thick that even the Parisians lost their 9
native levity and wished themselves back in Paris.5

On the level of theory, Moore's use of description and social
documentation proves his awareness of Zola's desire to destroy,
or at least widen, the romantic concept of aesthetic beauty.

In terms of function, realistic descriptions of the contrast-
ing environments, Hanley and the outside world, and the pic-
ture of boarding house life with Kate's descent into ever-

lower environments contribute to the thematic structure of

5Moore, Mummer's Wife, pp. 4U43-4il,
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the book. Much of the background material, however, fails in
terms of function., The descriptions of the Hanley pottery
works and many of the street scenes, such as the one quoted
above, seem justified only because they happen to be true,
Moore falls into the most common trap of the researcher:

the inclusion of material on the basis of its availability
rather than on the basis of structural requirements. The

lack of a strict principle of selection increases the reader's
interest in the novel as a social document but decreases its
value as a structured novel. |

Hone finds "The writing in A Mummer's Wife . . .

still poor, the sentences short and common."60 The passage
quoted above illustrates not only thls basic weakness but
also the more obvious fact that commonness of short sentences
is preferable to the awkwardness Moore created when he worked
in longer pafterns. Moore's early novels helped form the
critical generalization that the naturalistic writer ignored
the problems of the development of an artistic style.

The cholce of character and setting, the experimental
nature of the theme, and the objJective reportorial technique,

with its consequent sensational effect, show A Mummer's Wife

Yo be an imitation of the French naturalistic tradition. The
gtress upon simple behavioristic psychology, the use of sexual

desire as a baslc motivation, and the achievement of incongru-

60Hone, p. 106.
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ity in the character of Kate are major advances beyond Moore's

achlevements in A Modern Lover. A Mummer's Wife is not only

Moore's purest attempt to write a naturalistic novel but also
the novel most nearly like that produced by the French natu-
ralists which was created in England before the turn of the
century. Its failure to be an excellent novel is due to
Moore's limitations as an artist rather than his lack of
understanding of his French masters or any inherent flaw in
the theory which he adopted in creatihg the novel, The féct
that.iﬁ was writtén'and published was'of vital importance to
-Moofe és well as to a whole line of imitators of the French

in the 1890's. A Mummer's Wife helped to open England to the

experimental novel and was one of the major steps in gaining
freedom for new subject matter in the English novel.

At the time that A Mummer's Wife vias belng published,

Moore was develdbing a new enthusiasm; Walter Pater's Marius

the Epicurean appealed to Moore's basic aestheticism. Pater
set Moore off on a search for style, Moore's next book A

Drama in Muslin is a comblnation of Zolaesque techniques and

themes with experiments in style--"or rather styles,"61 as
Hone guggests. Although Pater was the source of Moore's new
interest in subfle stylistic effects, Hone thinks the actual
styles of the new novel were imitations of French sources

rather than of Pater. Certainly some of Moore's new tech-

611p1d., p. 119.
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niques were imitations of Flaubert.

The basic plan of the novel springs from Moore's ad-
miration for the ambitious panorama exhibited by Zola;s

Rougon-Macqﬁart series. Moore described his purpose in the

novel:

"A Drama in Muslin" is a study of the life

of a group of girl-friends. The men in the story

are all silhouettes--a mere decorative background,

in fact. I propose to write a similar work deal-

ing with a group of young men, in which the women

will be blotted out, or rather constitute in their

turn the decorative background. In this way I

hope to produce two books that wi%l picture com-

pletely the youth of my own time, 2
It is another goclal study, but Moore has abandoned the'treat-
ment of small, unusual segments of soclety to attempt a study
of Ireland encompassing all classes, Hls subjects for his
experiment’consist of five girls of varying degrees of béauty
and 1nte11igence and'with various temperaments. A major
change in both technique and purpose is that this novei does
not present an objective study of two contrasted environments
but a critical S£udy of a fairly homogeneous--with some
variations within it--environment, that of late nineteenth-
century Iréland. The central problem of the novel is sum-
marized by Alice Barton, the heroine:

In that neat 1ittle house, their uneventful 1life

dribbled away in maiden idleness; neither hope nor
despair broke the cruel triviality of their days--

e

62Georg;e Moore, A Drama in Muslin: A Realistic Novel
(London: Vizetelly & Co,, 1886), facing p. 1.
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and yet, was 1t their fault? No; for what could
they do if no one would marry them?--a woman

could do nothing without a husband. There is a
reason. for the exlstence of a pack horse, but none
for that of an unmarried woman. She can achieve
nothing--she has no duty but, by blotting herself
out, to shield herself from the attacks of ever-
slandering friends. Alice had looked forward to a
husband and a home as the certain accomplishment
of years; now she saw that a woman,6§ndependently
of her own will, may remain single.

As a compléx background for the study of the marriage
problem, Moore Jjuxtaposes the society life of Ireland with
the struggle of the peasants against high rent. This counter-
pointing of empty society life with the misery of the Irish
peasant 1s probably the outstanding achievement of the novel.
The ironiq‘double level is best achieved through brief de-
scriptions of social condiéibhs in Ireland. In a more awkward
manner Moore creates this contrast through a mechanical imil-

tation of a scene from Madame Bovary; the scene of Mr. Bar-

ton's bargaining with his renters 1is alternated with the con-
current scene of Mrs, Barton's rejection of a suitor for Olive
because the sultor does not satisfy the grandiose ambitlons

of the mother.

In this novel Moore shifted his emphasis from environ-
mental determinism to hereditary determinism; this theme is
presented by,méané of authorial comment,'most of which is so
superficial as to be of doub%ful functional value. In one of

the better explanations of heredity, presented through Alice

631p14., p. 58.
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Barton, Moore offered his intended central conflict of the

novel:

Here Alice paused, and she sought vainly to define

her ideas. She was consclous of the truth that

conscience is no more than the indirect laws--the

essence of the laws transmitted by heredity; and

had she been able to formulate her thought she

would have said, "and the ideal life should, it

geems to me, lie in the reconciliation--no, recon-

ciliation 1s not the word I want; I scarcely know

how to express myself--well, in making the two

ends meet--in making the ends of natgﬁe the ends

also of what we call our conscience,
Although a rather confusing idea as stated here, the novel
exists as a plea for the transformation of a society which
frustrates the natural goals of its members: this is seen
in the patterns which frustrate the females' social and
physical deéire for a man; in the economy which frustrates
the workers' desire for the basic requirements of 1life; and
in the society which substitutes meaningless formality for
natural human relationships between the sexes.

Dramatiéally this pattern is most clearly seen in

the contrasting lives of Alice Barton, May Gould, and Lady
Cecelia Cullen. Desired by and desirous of a man whom'so~
ciety will not accept as her husband, May becomes pregnant
and must withdraw from society. The deformed Cecelia, physi-
cally incapable of entering the husband contest, turns her

natural energies toward religious mysticism accompanied by

a loathing of all that suggests male sensuality; however,

}
6% 114, p. 298,
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this unnaéuralqputlet is insufficient, and her only other
’1outlet“1§t; love, described in rather shocking Lesblan terms,
for Alice Barton. Alice manages to reconcile the ends of
society anﬁ the.ends of nature in her marriage to the local
doctor and’her subsequent escapé from Ireland.

Eifhér.ﬁoore realized that the natural was a pretty
shaky normvﬁy which to 1live or he was impressed by the spirit-
ual naturalism of Huysmann's A Rebours, which he had reviewed

approvingl& in the Pall Mall Gazette,65 for he went beyond

materialisﬁ £o bosit a cosmic system which resembles ideas
later developed by George Bernard Shaw and D, H. Lawrence.

Is 1t therefore unnatural or even extraor-
dinary that Alice Barton, who is if anything a
representative woman of 1885, should have, in an
obscure and formless way, divined the doctrines of
Eduard van Hartmann, the entire and unconditional
resignation of personal existence in the arms of
the cosmic procesg? Cecelia, as has been shown,
with her black hatred of 1life concentrated upon a
loathing of the origin of existence, was but an-
other manifestation of the same stratum of thought.66

Although interesting, the primary importance of this element
in the novel in terms of this study is to show Moore's aban-

doning the experimental objectivity of A Mummer's Wife and

going beyond the kind of social and moral criticism which
he could hgve learned from Zola to become an advocate of

a "cosmic process,"

65Hone, p. 119.

66Moore, Muslin, p. 229,
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Excépt for the stress upon "a study" and a panoramic
structure supposedly exhibiting the effects of heredity, Moore

abandoned most of the technlques of A Mummer's Wife in this

novel. Character analysis is most often given in moral terms
and there is little attempt to gain incongruity in characteri-
zation, '
Alice Barton was what is commonly known as

a plain girl. At home, during the holidays, she

often heard that the dress-maker could not fit her,

that her eyes were not so large nor so sweet as her

sister's, But the clear, sweet mind was so. often

revealed in those grey eyes, that the want of beauty

was forgotten in love of her personality. Although

her shoulders were narrow and prim, her arms long

and almost awkward, there was a character about the

figure that demanded attention. Alice was now

turned twenty, she was now the eldest, the best-

beloved, the cleverest girl in the school .67
Although physically not the stereotyped beautiful heroine of
fiction, she fulfills the promise of moral idealism contained
within this initial description: she sacrifices her ego to
her sister; she sacrifices her pride by going to church, even
though she does not believe, to please her parents; she sacri-
fices her health by working to support the pregnant May.
Angelic throughout, she gets her reward in happy suburbia,

Although the reliance upon documentary fact to estab-

1ish setting i1s still dominant in this novel, such as the
descriptions of the life of the lower classes, the streets
of Dublin, and the governor's ball, Moore's interest in style

changed the effect’of his descriptions, often for the worse

67 1p14., p. 2.
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because of a strained artiness.

The Dublin streets stare the vacant and help-
less stare of a beggar selling matches on a doorstep,
and the feeble cries for amusement are like those of
the child beneath the ragged shawl for the red gleam
of a passing soldier's coat, On either side of you,
there 1s a bawling ignorance or plaintive decay.

Look at the houses! Like crones In borrowed bonnets
some are fashionable with flowers in the rotting
window frames--others languish in silly cheerfulness
like women living on the proceeds of the pawnship;
others-~-those with brass-plates on the doors--are
evil-smelling as the prescriptions of the threadbare
doctor, bald as the bill of costs of the servile at-
torney. And the souls of the Dubliners blegg and
harmonise with the connatural surroundings.
A comparison'of>this description with the one quoted above
from A Mummer's Wife concerning the London streets dominated
by prostitutes is instructive. Much of the awkwardness of
sentence structure has been smoothed away, but the substi-
tution of the forced similes for the relatively concrete
cataloging of the first passage mars the total effect rather
than improving it. But more important than the question of
stylistic éaste is that of tone. Although in the first pas-
sage there 1is an overt criticism of London weather, if the
reader feeis.théfe 1s a tone of moral outrage, he gathers
this by implicétion, not from authorial statement. In the
latter paséage, the author's attitude is clearly one of dis-
approval, éhd'wﬁether this disapproval is based upon éesthetic
or moral standards makes little difference in terms of the -

effect upon the reader. Moore has chosen to abandon objec-

68Ibid., p. 158.
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" tivity in describing environment as well as character, This

fact may or may not make A Drama in Muslin a better novel,

but it does indicate a major shift in technique from the

more nearly naturalistic A Mummer's Wife.

Moore summarized his conception of the place of this
no&el in the school of Zola: according to Hone, he told Zola
"tﬁat, although his new novel preserved the root idea of the
school, it contalned novelties in composition and marked a

n69

great advance in language compared with A Mummer's Wife.

I think the "novelties" more important than the "root idea,"
the purpose of experimental social study and the theme of

the revolution in morality. The interpretations of the
reason for and the nature of Moore's reaction to Zola's meth-
ods vary: that all of these can be supported by quotations
from Moore proves his inconsistency of explanation. Bfoﬁn's
idea that Moore reacted against Zola when he found that he
was not objective but rather that he was committed to social
reform seems least ’cenable;70 on almost all levels, A Drama
in Muslin is a movement away from obJectivity. Hone suggests
that the reaction was a reasoned theoretical progression:
"the definitions of the Naturalistic school are shown /iIn an

essay on Turgenez7 to be not only brutally material but con-

69Hone, p. 119,
TOBrown, pp. 96-105.
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tradictory in themselves." ' Frierson asserts that the shift
was motivated by a deslire for more readers as well as a new

T2 mpe problem is complicated by the num-

interest in style.
ber of influences which have been isolated: Schopenhauer,
Huysmann, Dujardin, Pater, de Quincey, Jane Austen, Balzac,
Turgenev, and otheré.

I think the subject sufficiently important, eépecially
in the context of this study, to bear one more interpretation.
I think Frierson's suggestion of stylistic reaction comes
closest to the truth, but the fact that he can call A Drama
in Muslin "the first 'impersonal' social study that appeared
in English fiction"3 indicates that he has not seen the full

effect of Moore's sﬁylistic experiments. Twice in Confessions

of a Young Man Moore speaks of his reaction to Zola in terms

of style; the following 1s typical of both: "What I reproach
Zola with 1s that he has no style; there is nothing you won't
find in Zola from Chateaubriand to the reporting in the
Figaro."7u It is also fair to note that there are other ex-
planations for his reaction given in Confessions, the only

major critical document written during the transitionél period

71Hone,_p. 150,

T241111am C. Frierson, The English Novel in Transi-
tion, 1885-1940 (Norman: University of Oklahoma Press, 1942),
pp. T2-73.

731bid., p. 70.

7l‘lMoore, Confessions, pp. 118-119.
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(1886-1888). In another place he praises the French natural-
ists for "untiring striving for intensity of expressicﬂrlfof
the very ozmazome of art."75 However, under the influence of
Pater and others, Moore did become more interested in style;
and in developing a style, he abandoned the neutral simplicity
he had used in A Mummer's Wife. He sacrificed objectivity,

an effecc he had learned from Zola. Whether Moore Justified
the sacrifice of'obJectivity for style at the time the change
took place or only after the fact when he recognized there
was a conflict is not important. The fact is that in Moore's
case a consclous style was too directly a reflection of the
man; his cholce of word,_of image, of sentence structure com-
municated authorial judgment. This conflict between one
element ofAnaturalism--scientific objectivity-—and st&ie is[~
not a problem of naturalism in general but of George Moore in
particular, Flaubert's stylistic mastery and Mocre's édmira—
tion of the "Goncourts!' brilliant adjectival effects"76 show
that a soiution to the conflict is possible., But Moore, at
this point in his career, was unable to manipulate his style
to fit his continued naturalistic theory, and his choice of'
stylistic.experiment and development determined the path of"
“his later career., Thls fallure to fuse style and technique

"51b1d., p. 225.
T1p14., p. 211,
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caused A Drame in Muslin to be a combination of satireyend

propaganda.

Whatever the cause, the fact 1s that after 1885, after
the birth of his novelistic career, Moore's novels 1llustrate,
with one exception, an increasing divergence from anything
that can be called naturalism. The period of transition‘was
painful for Moore: the ensulng novels were, Justifiabiy, .
badly received, and Moore desperately wanted a large audience.
The' last novel of Moore's which has any link to the naturelis-

tic tradition is Esther Waters, but before investigating the

ironies involred‘in the popular success of this book, I must
notice at least one of the novels which precede it. Mike

Fletcher (1889) seems to be the novel which completes the

promise of the foreward to A Drama in Muslin; 1t 1s a study
of‘bachelorhood; It also 1llustrates Moore's tendency to ’
worhuin theﬁgrendiose series traditionhof Baizac and z°15f_,
sinoe;it conteins‘characters from almost all of his other
novels; The primary influence, however, is” not Zola but
Huysmann 8 A Rebours and La Bas. One way to see the failure
of the novel, as well as Moore's artistic directionlessness
at this time, 1s to detect the multiplicity of unassimilated--
in the sense of existing only as idea;“not in the structure-~
influences in the novel Mike Fletcher is the man desiring
all exotic experience, like the heroes of Huysmann. Both he

and his friend Escott are constantly talking about and occa-
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sionally acting upon Schopenhauér's idea of the denial of the
will, In addition there 1s a pagan-Christian theme drawn
from Pater; a rather functionless use of fhe "eitmotif" bor-
rowed from Wagner; a series of set "characters" like those
found in seventeenth-century character books; and much bur-
lesque of manners in both high and low 1life, The subject
concerns young men searching for something to live for in a

milieu offering no values., Like A Drama in Muslin, the novel

presents a contrast between the natural desires of the charac-
ters and the repressive social norms, but no real focus on
this conflict 1s attalned because no more value is associated
with the characters than with the society. The ultimate .
failure is in the characterization of Mike Fletcher: the
reader is asked to belleve that his suicide is a damnihg in-
dictment of a soclety which offers no meaningful path 6f de-
velopment for this talented young man; instead the reader's
reaction is one of relief at being rid of a silly young'man.
In other wbrds,'the characters do not seem products of a re-
pressive milieu but sports who would exist® parasiticaily in
any soclety. Moore has so far abandoned the objective tech-
niques of the naturalists, as well as the basic techniques of
story telling, that he thinks that his telling the reader
that characters have value makes these characters valuéble.
Two other facets of the novel deserve comment. Moore

-was still struggling toward a style; typical of his descrip-
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tions 1s the following:

The smoke of the little steamer curled and
rolled over, now like a great bird with a shake
hovering in 1ts talons; and the little steamer made
pluckily for Blackfriars, Carts and hansoms, vans
and brewer's vans, all silhouetting. Trains slip
past, obliterating with white whiffs the delicate
distances, the perplexing distances that in London
are delicate and perplexing as a spider's web,
Great hay-boats yellow in the sun, brown in the
shadow--great hay-boats came by, their sails scarce
filled with the light breeze; standing high, they
sailed slowly and picturesquely, with men thrown
in all attitudes; somnolent in sunshine and pungent
odour--one only at work, wilelding the great rudder.(!

Whether regression or progression, this exemplifies a shift
from the functions of the descriptions quoted from both

A Mummer's Wife and A Drama in Muslin. The description is

objective, rather than an expression of values as in the
latter, but it is unlike the former, where the objective de-
scription evokes a particular attitude in the reader...in—
stead, this description is used for its own sake. Mike
Fletcher is filled with these functionless, as far as I can
tell, set pleces. Thils one seems t¢ have more to recommend
it than most. One of the repeated images of the book is the
river; the river and two lines of a popular song are repeated
as motifs, As E. M. Forster, among others, has pointed out,
repetitionfié‘pne of the primary means to achieve form in the
novel, but’ no meaningful structure emerges from the patterns

of repetitioh in this novel, 1In fact, even meaningful use

77G60rge Moore, Mike Fletcher (London: Ward and
Downey, n. d.), p. 18,
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of motifs would have had little unifying effect on the plot
of this novel. Moore, who inslsted on logical structure in
the plot of the novels which he read, seemed to have forgotten
all lessons about causation which he learned from his French
masters. The plot wanders incoherently. But this novel was
the low point of Moore's career. He soon learned to use re-
petition in a more satisfactory manner, to make his style
functionally effective through the "melodic line," and to
regain control of plot structure.

His most popular and most famous novel (as measured

by number of reprints) is Esther Waters (1894), in which he

returned to the subject matter associated with the French
naturalists and used some of the techniques which he had
been experimenting with in the preceding transitional period.
Subtitled "An English Story," the novel presents a study of
the servant class by means of focusing on the life of one
woman. We;l;reviewed in its tlme, praised by Gladstone, de-

slgned to make its author popular, Esther Waters is a kind

of test case poday both among critics and among classifiers.
Most critiqgif;nd it the best of Moore's early works,_but

Friergqn _ggl}qryt‘"as dull and unpleasant a bhook as was ever

writtgn? and thinks A Mummer's Wife "of far more distinqﬁion."78

Althoughwal;ngém@gqtators agree that Esther Waters 1s realistic,

few fit it into the naturalistic tradition. Hone's critical de-

78Fr-ierson, p. 73.
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scription, "so full of humanity and affection, "9 points to
the heart of the problem of classification: a novel wilth
this quallity can hardly belong to a tradition defined by
terms like pessimistic determinism. Historically the prob- |
lem 1s complicated by our ihability to reconstruct Moore's
intention in the novel. Brown suggests, rightly I think,
that some of the motivation for the sympathetic treatment of
Esther was a desire to gain popularity, and he quotes a let-
ter supporting this view: "My next novel will be more human.
I shall bathe myself in the simplest and most nailve emotilons,
the daily bread of humanity.“80 Opposed to this pragmatic
explanation is the evidence of Hone who traces Moore's sin-
cere Interest in the subject from at least the time of the
compdsition of Confessions. After 1ts publication Moore made
fun of the goodness of the novel, enjoyed the irony that the
novel caused the establishment of homes for illegitimaté
children, and yét he accepted the public decision that'it
was one of his best novels, arguing with the popular obinion
only by inSisting that it was pure art with no propagandistic
intentions, One other complication which 1is relevant to the
purposes of-this study is that many of the early reviewers

compared this novel to Hardy's recently (1891) published

"%Hone, p. 194,

80Quoted in Brown, p. 128,
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Tess of the D'Urbervilles, a novel Moore had read while com-

posing Esther Waters. One of Moore's!favorite critical

scapegoats was Tess, and he even suggested once that Esther
Waters was written to show how Hardy should have handied his
subJect.8l Perhaps through a comparison,. a little light can
be thrown onbﬁﬁé complex question'of Hardy's relationship
with the naturalistic tradition.

Structurally Esther Waters 1s a study of a subject--the

milieu of the servant class in England, a class trapped by
hopeless economic bonds complicated by its reliance upon
gambling as a means of gaining freedom. The structure is

similar to that of A Drama in Muslin: a group of characters

is introdﬁced, and the diverse fortunes of the members.of éhe
group, deéermined by their differences of character, are
traced in the development of the novel, The improvement of

structure 1n'Esther Waters 1s due to the more consistent focus

on a single character and an abandonment of the thematic am-
bitiousness of the earlier novel; Moore no longer presehted

a major tﬁeme o} social criticism nor consistent counterpbint—
ing of upper and lower levels of society. The novel has a
three-part structure, each part approximately twelve chapters.
The first of these portrays Esther's service at Woodview,

with the introdﬁction of a gr%up of servapts and the aeVelép—

ment of the manic racing atmosphere. The second section

8 1p14., p. 136.
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contains Esther's varied experiences in London, the bear-
ing of her illegitimate child, and her attempts to support
the child., The third section concerns Esther's marriage to
William,her seducer, and their experiences in operating a
bar in which William makes book on races, an activity which
leads to their economic failure and the death of William,
The final chapters serve as an epllogue completing the
circle with Esther's return to Woodview, In the London
section, Esther 1s made to meet several of tﬁe servants who
were at Woodview, Margaret, lacking the moral strength of
Esther, has been seduced by an employer and has drifted into
prostitution., Sarah falls in love with a cad addicted to
gambling, steals from her employer for him, and is sent to
prison. Mr, Randal, the ex-butler, is destroyed by a com-
bination of the economlc system--his age prevents his getting
a Jjob--and his weakness for betting. Only Esther, through
her basic strength of character and through her love for her
son, escapes total degradation.

The subject is given reality by the documentary méthod
of establishing the environment. The most important element
is the descriptioh of the various kinds of employers--from
the kind but unhappy Mrs. Barfield to the equally kind writer
who employs Esther, Between her service with these two, :
Esther has a series of employers, ranging from the prudish

through the lecherous to the sadistic., At one point Moore
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abandoned all pretense of obJectivity to sum up this aspect

of his study:

Hers is a heroic adventure if one considers
it--a mother's fight for the life of her child against
all the forces that clvilisation arrays against the
lowly and the illegitimate., She is in a situation
today, but on what security does she hold it? She
is strangely dependent on her own health, and still
more on the fortunes and the personal caprice of
her employers; and she realised the perils of her
life when an outcast mother at the corner of the
street, stretching out of her rags a brown hand
and arm, asked alms for the sake of the little
children, For three months out of a situation
and she, too, would be on fhe street as a flower-
seller, match-seller, or--92

The determining force, other than inherent character, 1is
economic.’ Trapped in economic insecurity, the ambitious
servant turns to gambling as the only escape. Moore,
drawing on his youthful memories, created a panoramic vision
of the lure of horse racihg--from the interest of the coun-
try gentr& to the desperation of the lower classes betﬁing
in a local bar. Moore was justifiably proud of the two
chapters devoted to the Derby: "30 or 40 pages: no racing,
only the sweat and boom of the crowd--the great "Cockney
holiday."83 His delineation of racing and its effect on

his characters was sufficiently effective to lead the editor
n8lU

of the Sporting Times to misname Moore "A Puritan killjoy.

82Géorge Moore, The Collected Works (New York: Boni
and Liveright, 1922-1924), V, 180.

83Quoted in Hone, p. 186.

84Ibid., p. 195.
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Moore stressed the function of gambling by placing in a cli-
mactic position William's hope of life dependent upon betting
on a winner, Doomed to die of consumption unless he can get
the money to go to Egypt, he wagers his remaining resources
on a 8ingle horse; the development of the grotesque scene

in which 1life and death are decidéd by a horse race makes

the climax dramétically and thematically effective,

It was not the sensétional treatment of gambling,
however, which most affected the readers of the novel bﬁt'
the depiction of the baby farm, the woman who kept illegl-
timate children while the mothers worked as wet nurses and
who, for five pounds, would relieve the mothers of the bur-
den by allowing the children to die, Moore gave thils scene
all of the grotesque horror of which he was capable. Esther
is outraged by ﬁhe shggestion, but the woman continues her
grisly trade without interference.

In addition to the subject matter of the lower
classes and the sensational material which the public had
learned to associate with naturalism, this novel also shows
Moore's controlling the styles with which he had been ex-
perimenting. |

~ And standing at the kerb of Piccadilly Cir-
cus, walting for a bus to take her to Ludgate Hill
Station, the girl grew conscious of the moving mul-
titude that filled the streets. The great res-
taurants rose up calm and violet in the evening sky,

the Cafe Monico, with 1ts air of French newspapers
and Italian wines; and before the grey facade of



the fashionable Criterion hansoms stopped and
dinner parties walked across the pavements, The
fine weather brought the wenches up earlier than
usual from the suburbs, and they came up the long
road from Fulham, with whifte dresses floating from
their hips,and feather boas waving a few inches
from the pavement. But through this elegant dis-
guise Esther could pick out the servant girls.
Their stories were her story., Each and all had.
been deserted; but perhaps each had a child to
support. But they hadn't been as lucky as shg
had been in finding situations, that was all. 5

This description is much like the one picturing the prosti-

tutes in A Mummer's Wife in its stress upon-habitations of

the girls and their attire; even the cbhtrast between rich
and poor appeérs in both, but the awkwardness has disappeared

in the latéf péssage. This passage'lacké the many forced

similes of the one from A Drama in Muslin, the "calm and
violet" restaurahts being the only figure which gains atten-
tion, The most important contrast, however, is that this

passage 1s more functional ﬁhanvthe»othér~two, Like the

passage in A Mummer's Wife, this is seen by a character, but
rather than a simple scene, it is méde directly relevant to

the situation of Esther. Although the above quotation is

fairly typical of Moore's descriptions in Esther Waters, he:
did not totally escaﬁe his habit of créating.forced figures:
"the pale air woven with delicate wire, a gossamer web under-
neath which the crowd moved like lazy flies, one half watching

the perforated spire of St. Mary's, and all the city spires

85Moore, Works, V, 185-186,
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n86

behind it now growing cold in the east . . . A student

of the total career of Moore may see Esther Waters as an

abandonment of his pattern of-stylistic development, But
from the point of view of an evaluation of this novel as
"this rough page torn from 1ife,"87 Moore achieved a fusion
of style and structure dependent on a simplicity equailed

only in A Mummer's Wife.

I haversuggested that style and objectivity are close-
1y related; yét in this novel, despite a style that is 05—
Ject-oriented rather than value-oriénted, the effect 1s that
the reader shares with the author a sympathetic attitude
toward Esther and William. I think the reasons for this
sympathy are complex'and-not attributable to the feW'passages
of authorial comment such as the one‘quoted above on Esther's
"heroic adventures." The most pbvious cause for sympathy is
control of focus; the point of view is that of omniscilent
author, but the reader's knowledge 15 primarily, though not
exclusively, limited to the actions and thoughts of Esther,
The difference in reader reaction to Esther and Kate Ede is
that Esther's thoughts are “réliable"88 as opposed to the un-
reliable rationalizétions of Kate Ede. Esther analyzes situa-

tions realistiéally, attempting to choose a course of action,

861bid., 187.

S———

87Ibid.,'256.

8BBooth, Chap. VI, passim,
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and if her cholce fails, she is capable of persisting despite
the failure. This does not mean that Esther is a simple,
consistent'bhéfacter. The incongrulty in her character is.
plainly visible in the.following: "The simplest human éen-
timents were ablding principles-in~Esther--lov§ of God, .and
love of God in the home. But above fhis Protestantism was
human nature; her twentieth yéar thrilled within her; énd no
longer half-étarved, her eyes opened t6 thé,beauty'of Ehe
world ., . . ."89 She trles to live according'to her fﬁnda-
mentallst religious bellefs, and although she fails, these.
90

principles are part of her strength. Her "human nature,
which Moore seemed at times to equate with sexual mOtivation,
causes her to be seduced by William; Thrbugh:Seéen years 6f
struggle she adheres to the morality dictated by her religion,
She 1is drawn 1nto ‘an engagement with another young fundamen-
talist, excited by this opportunity to return to the ways of
God. But when William returns to'invite‘her to. live with him,
she agrees: "She sighed and félt once again that hef will was

overborne by a force which she could not control or under-

stand."9% - She not only enters the world of drink and gambling,

89Moore, Works, V, 35. |

901t 15 significant that Moore, who had no sympathy
with fundamentalism, rejected the opportunity to show that"
Esther's religion was a romantic delusion,

IMoore, Works, V, 247-248.
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a world antithetlecal to her religlous beliefs, because of
her desire for William but also finds there several years of
happiness because her love for husband and son transcends
those values taught by her religion., The reader finally
sympathizes with William because of the reliable evidence

of his value given by Esther. But combined with these con-
flicting elements of her character, supporting first ohe

and then the bther, deriving strength from both, 1s the basic
urge to serve her son, Much later, and therefore of doubt-
ful validity as pure fact, Moore deséribed the germ of the
novel as the idea of "the indomitable mother who will sacri-
fice her 1ife‘for_her child . . . . Women bear the world on
their shoulders when they lack that eternal instinct of
motherhood that pervades the world from end tq end, and per-

192

haps extends to the farthest star, Thus Moore presénted

Esther's character as determlned by fhree}forces, one envi-
ronmental and two "instinctive." Her reliability, the fact
that she does not try to decelve herself about these forces,
draws the feader's sympathy.

The major difference between Esther Waters and A

Mummer's Wife appears to be that Moore rejected the moral

sensationalism of the earlier novel, There 1s no longer the

ironic shock of a contrast between the values ilnherent in the

92Ge0rge Moore, A Communication to My Friends (Lon-
don: The Nonesuch Press, 1933), p. 00.
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novel and the values of the reading populace. Like Kate Ede,
Esther sins and suffers, but her suffering, though extreme,
is finally alleviated, seemingly because she is basically
good., William'sihs, even more than Esther, and finally
suffers more than Esther., Gamblers and prostitutes meet
bad ends; Esther's virtue pays 6ff'by her SuCéess invréaring
her son., Poetic justice ls rampant. Religion‘is_defended;
virtue is defended; mobherhood iS-defended,1,All.the moral
expectations of Moore's audience are fulfilled. By limiting
his sensationalism to baby farms and the hofrprs of'gambling,
Moore gave his'reader the opportunity to react with him
rather than against him. |

Although the apparent moral message of the novel
helped it to be a best-éeller and may even exp1ain ité;con-
tinuing fame, it is questionable whether this is the correct
interpretation of the'novel. Although this argumeﬁt.about
theme 1s usually based on the question of Mooré's sincerity
(such a morally propagandistic novel violates his pubiished
theories on the function of art), a solution is possible only
through studying the novel's final effect; Mcore's improve-
ment in his use of repetition as a structural technique is
clearly visible at the end of the nbvel, and his most obvious
use of this technique throws doubt on the moral interpreta-

tion. The novel opens with the following description of
Esther:
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She stood on the platform watching the reced-
ing train. The white steam curled above the few
bushes that hid the curve of the line, evaporating
in the pale evening. A moment more and the last
carrlage would pass out of sight, the white gates
of the crossihg swinging slowly forward to let

“through the impatient passengers.

Her oblong box painted reddish-brown and
tied with a rough rope lay on the seat beside her.
The movement of her back and shoulders showed that
the bundle she carried was a heavy one, and the
sharp bulging of the grey linen cloth that the
welght was dead.  She wore a faded yellow dress
and a black jacket too warm for the day. A girl .
of twenty, firmly built with short, strong arms
and a plump neck that carried a well turned head
with dignity.93

After William dies,-Esther returns to Woodview, now the scene
of poverty and deaay; inhabited only by Mrs, Barfield, As
Esther'disembarks; the‘first paragraph Quoted above is re-
peated ‘and then the changes in her features are described:
" An oblong box painted reddish brown lay on

the seat beside a woman of seven or eight and thirty,

stout and strongly built, short arms and hard-worked

hands, dressed in a dingy black skirt and a thread-

bare Jacket too thin for the dampness of a November

day. Her face was a blunt outline, and the grey I
eyes reflected all the natural prose of the Saxon,?

This repetition with variation stresses only the failure of
economlc progression and the physical changes. Eighteen )
years of moral struggle have gained Esther nothing but a re-
turn to her starting place; the futility of it all is stressed
by the description of the decay of Woodview. This 1s not

moral reward:but the punposeless circularity of the treadmill,

93Moore, Works, V, 1,

MIpid., 392-393,
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This technique may be awkwardly mechanical, as E. K, Brown
suggests,95 but 1t is.functionalzb it does throw ironic doubt
on reading the final chapters of the novel as Esther's reward
for her moral struggle. But she has been rewarded by bring-
ing her son to manhood, by;her'adherenceﬁtojtherparental_~.»;
instinct, o | V o o

A tall soldier came through the gate. He:
wore a long red cloak, and a small cap jauntily
set on the:side of his.-cloge-clipped head, Esther:
uttered a little exclamation, and ran to meet him. .
He took his mother in his arms, kissed heér, and
they walked toward Mrs. Barfield together. All
was forgotten in the happiness of the moment--the
long fight for his life, and -the possibility that
any moment might declare him to be mere food for-
powder "and “shot. She was;only“conscious'thatishe '
had" accomplished her woman's work--she had brought -
him up to man's estate; and that wa56her sufflclent
reward, What a fine fellow he was!

"Her sufficient reward" is real, but here at the end of the
novel the reliability.of Esther fails, -Tbe contrast of the
happiness of the momenﬁ with the struggle'of the past and the
possibility of the future throws ddubt on the ?alidiﬁy of
Esther's basic motivation--parental love. Thﬁs the built-in
ironies--the discrepancy-between the‘values'of the novel and
the values of the reader--are present if the novel 1s #ead'
carefully. Alllof'ESther's instinct, all of her moral
struggles are purposeless. This particular kind of sensa-

tionalismiis_muted--so quiet'as to seem different from the ..

95E. K. Brown, Rhythm in the Novel (Toronto: Uni-
verslity of Toronto Press, 1950), p. 13.

96

Moore, Works, V,411, Italics mine.
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work of Moore's French predecessors--but the essential con-
frast between the morality of socilety and the facts of life
remains the central theme. In terms of values, Moore's final
experiment in bsre'realism is as iconoclastic as A Mummer's
Wife. |

The question of authorial objectivity is central to
the evaluat;oh of the novel. As already noted, the reader's
sympathies are gained by the major characters, and the reader
feels, justifiably; that he 1s sharing with the author this
evaluation of Esther and William; Even if the suggestions I
have made about the effect of thelfinal chapters of the novel
are erroneous in terms of Moore's intention, these chapters
are, at least, a sign of equivocation on the author's part;
when the author reverses his apparent attitude toward both
characters and values, the effect on the reader 1s one of
shosk. Instead of manipulating his techniques so that the
reader feels that he 1s sharing the author's objectivity,
Moore misleads the reader's sympathies and then demands that
the reader return to objectivity. After over three hundred
pages of evidence establishing this s&mpathetic attitude,
thls reversal 18 an impossible task--a device which seriously
mars the sovel._ Fortunately for Moore's reputation, the im-
possibility of what Moore asked of the reader is demonstrated
by the almost universal blindness of readers toward the

function of the last chapters.
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After reading the survey studiés of nineteenth-
century fiction or the specialized studles of Hardy, one
finds little agreement on Hardy's relation to the naturalis-
tic tradition. The critics and scholars can be divided about
equally: those wérking'within-the framework'of_thefhistory
of ideas call‘Hardy thevpréemiﬁent English'naturalistg those
working with teehniqﬁe find him.nbn—naturalistic.'.Although
certainly I cannot Offér'a-resoiution,ﬁo this disggréément

by comparing a single work of Hardy, . Tess.of the D'Urberviiles,

with Esther Waters,fthé‘Juxtapositioh“of the two, often made
by Moore's contempofariés and, as é result; plcked .up by Moore
himself, may be.heipful_in making dne point. Ivagree with
Hone in finding “That the ﬁwo books éhould be compared 1s
strange, one being_primafily ﬁ statement of métaphysical
grievance, the other a humanddc_umen‘c."g7 I hdpe.that‘from
my discussion it islapparent that.ali Qf‘thelnovels I have
connected.with the naturalistic tradition have been oriented.
around SOCiety--usually anti-social in Eheme--rather than
metaphysically oriented,

Dorothy Van Ghent in her analysis of Tess of the

D'Urbervilles in terms of technique stresses both the non--

obJectiviﬁy'of_the author--hié metaphysical theme--and his

symbolic method.98 Both of these facets are in markédiconi

—

97Hone, p. 195,

98Dorothy Van Ghent, The English Novel: Form and
Function (New York: Harper and Brothers, 1961), pp. 195-209,
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trast to Egther Waters., In Tess, although certainly the read-

er 1s expected to disapprove of the selfish actions of Alec
D'Urberville and the psychological prudery of Angel Clare and
there_is an ironic interplqy between phg moral ldeals demanded
b& Christianity and the éctual, thouéh unwilled, actions of“
Tess; the novel contains no contrast between'traditional
values and néw values. In fact, the structure of the novel
éuggésﬁs that traditionai codes are aé'§aluab1e as any, deQ
spite thelr uselessness inlopposing sﬁpérnatural force. In-
congruity of charécteriéation 1s exhibited by the three major
charééters, but as Myers pointed out,“this is a characteriétic
trait of almost all serious novelists after 1880. In summary,
the naturalistic novels of both France and England have as
their subJect a soclal problem--theoretically remediable,
Hardy's best novels do not have this limitation, and although
probably better novels. than almost all of those which belong
to the naturalistic tradition, Hardy's work exhibits only
incidentally those techniques developed by Zola and his fol-
lowers, The final point is that pessimistic determinism is

a very pbor single criterion by which to define naturalism,

The publication of Esther Waters, with which I see

the end of Moore's naturalistic period (others would set it
much earlier), marks the conclusion of only the first one
third of his writing career, He created a major portion of

his total literary output after 1894, and it was this later
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work which caused him to be thought a major writer by many
of his contemporaries and by some of the scholars of the
present time. However Ilmportant this later work might be
in terms of evaluéting George Moore or in creating a his-

tory of the modern;hdvel, 1t is clear from the two novels

following EstherAWaters, Evelyn-Innes (1898),-and Sister
Teresa (1901), that Moore's interest had shifted from sdciety
to psychology. No'longer interegted ih the lower classes,
the traditional subject matter ofgnaturalism, he soon turned
his attention from the present to.the-past, except for his.
constant revelation 6f his own life in his autoblographilcal
works. Although abandoning the subject matter, purpose, and
lightly assumed philbsophical attitudes of naturalism, he did
not reject all of the techniqueg which he had developed dur-
ing his novelistic apprenticéship. He was still fondAof the
effect of sehsationalism,bspringing from the discrepahcy be-
tween the values inherent in the novel and those of his
reader, and although he continued to use this technique in
terms of sexual mores, his primary interests were art éhd re-
ligion, Of course with his new focui on the individualupsyche
rather than broad social patterns, panoramlc structure was
abandoned.

In a }ittle over ten years of novel writing, Moore
accomplished much for both the tradition of naturalism in
England and, in fact, the English novel generally, although
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his contributions were not quite so great as he claimed, Con-
currently with Gissing, he had brought the new subject matter
to England, and.with the help of Vizetelly, the publisher, he
had made French haturalistic fiction as well as his own
Anglicized verslon of naturallism not only publishable in
England but also pélatable}to the reading public, He did

not invent adultery in the Engllsh novel, as he claimed, but
he made the effective presentation of such a subject possible
in England., His fight with the circulating libraries, al-
though not so single-handed as he would have the reader be-
lieve, was a major contribution because it gained for English
writers a greater freedom of subject matter and moral attitude
and made possible the creatlion of novels with an organic
rather than a prescribed three-volume form. Shafing the
historical importance of these accomplishments are at least

two novels, A Mummer's Wife and Esther Waters, which supported

by example what Moore had been asserting in his journalistic
propaganda. Aside from their historical importance, these
novels, although not so great as the works of such contem-
poraries as Conrad, James, and Hardy, are still quite readable

and even vital works of art,



CHAPTER III

W. SOMERSET MAUGHAM: THE FRENCH SUBJECT
AND THE ENGLISH COMIC ATTITUDE

William Somérset‘Maugham is consistently assoclated
with the naturaliStic'tradition on the basis of his "philosoph-

ical pessimism"l and the subJeét matter df his first novel

Liza of Lambeth (1897) and the more famous Of Human Bondage

(1915). Born in France and a master of the;Frenchflanguage
before English, Maugham repéatedly admitted_the influence of
de Maupaussant'and Flaubert. Although'Claude McIver suggested
Gissing as a major influence in the early ﬁork,2 the formative
experience determining the nature of his'éérly fiction was his
training at St. Thomas Medical Séhool combined with the possi-
bilities of using facts from lower'classﬁlife for fiction,’
possibilities which he absorbed from both his Ffench and his

English predecessqrs. In The Summinngp Maugham explained-

what he learned from his medical training and described his
attitude toward the world at the time that he wrote Liza of

Richard A. Cordell, W. Somerset Maugham (New York:
Thomas Nelson and Sons, n. d.), p. 59. )

ZClaude McIver, William Somerset Maugham: A Study'
of Techniques and Literary Sources (Philadelphia: University
of Pennsylvania Dissertation, 1936), pp. 12-14,
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Lambeth.

Besides teaching me something about human
nature my training in a medical school furnished me
wilth an elementary knowledge of science and scientif-
ic method. Till then I had been concerned only with
art and literature ., . . . I grew familiar with cer-
tain principles. The scientific world of which I
attained a cursory glimpse was rigidly materialistic
and because 1ts conceptions coincided with my own
prepossessions I embraced them with alacrity . . . .
I was glad to learn that the mind of man (himself
the product of natural causes) was a function of .
the brain subject like the rest of hls body to the
laws of cause and effect and that these laws were
the same as those that governed the movements of
gtar and atom, I exulted at the thought that the
universe was no more than a vast machine in which
every event was determined by a preceding event so
that nothing could be other than it was. These
conceptions not only appealed to my dramatic in-
stinct; they filled me besides with a very delec-
table sense of liberation. With the ferocity of
youth I welcomed the hypothesis of the Survival of
the Flttest. It gave me much satisfaction to learn
that the earth was a speck of mud whirling round a
second-rate star which was gradually cooling; and
that evolution, which had produced man, would by
forcing him to adapt himself to his environment
deprive him of all the qualities he had acquired
but those that were necessary to enable him to
combat the increasing cold till at last the planet,
an icy cinder, would no longer support even a ves-
tige of life, I believed that we were wretched
puppets at the mercy of a ruthless fate; and that,
bound by the inexcrable laws of nature, we were
doomed to take part in the ceaseless struggle for
existence with nothing to look forward to but in-
evitable defeat, I learned that men were robed by
a savage egoism, and that love was only the dirty
trick nature played on us to achieve the continua-
tion of the species, and I declided that, whatever
alms men-get themselves, they were deluded, for it
was impossible for them to aim at anything but their
own selfish pleasures ., .. . . I was violently pessi-
mistic: All the same, having abundant vitality, I
was getting on the whole a lot of fun out of life,3

3W. Soilerset Maugham, The Summing Up (Garden City:
Doubleday & Co., 1948, pp. 72-73.
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Armed with theory and literary models plus a notebook full
of first-hand research resulting from his experiences as an
obstetric intern in Lambeth, the young author was ready to
contribute to the growing'literature on the subject of the
nether world.

At least as significanﬁ as the inhereﬁt-value of
Maugham's first novel is the history of 1ts’publication.
The three;decker tradition had been smashed, and Maugham
submitted two stories to Flsher Unwin for its inclusion in
the series of inexpensive volumes entitled Pseudonym_Library.
The editor rejected the stories,'afﬁer praising them, and
invited the young'writer to submit a short novel, »It-is in-
dicative of the success of Moore's struggle for freedom of
subject matter that Maugham did not hesitatevto choose as
his subject an 1llicit love affair set in a slum; unlike
Gissing and Moore in their first noveis,,heAcbuldvassﬁme
the right to use in his first novel both relati?ely'nEW
subject matter and techniques, which would have been un-
publishable fifteen years before. Although éome'of thé
older members of the Fisher Unwih firm insisted that the
first editlon be kept small and that the objectionable
word "belly" be deleted, that the book was published and,
strangely enough, included such apparently unobjectionable
words as "dirty bitch" and "prostitute" (as an epithet) in-

dicates the change of temper in England concerning the proper
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subject and language for novels.h It is also significant
that the serious reviewers spoke highly of the novel, and
when one considers the history of the twenty-year period

between 1880 and 1900, the contemporary critics' severity
with Maugham when he abandoned his naturalistic manner in

The Making of a Saint and his later novels is amusingly

ironic, The naturalistic method was never triumphant in
England, but by 1897 it was generally recelved as' a serious
approach to art., The struggle for acceptéhoe was won,
Another proof of the growing strength of the tradi-
tion in England is'that Maughamis first novel‘iS'techhically
superior to the first efforts of Gissing and Moore, The
techniques and the subject matter had been définéd}_Maugham
could forégo any sugar-coating as a compromise.ﬁith his
audience, This hard-won security allowed Maugham to im- -
pose strict limitations upon setting and'structure. Estabé
lishing his environment as Vere Street, Lambeth, "a short,
straight street . . . Zﬁhicﬁ? has forty houses on one side
and forty houses on the other,"5 Maugham pilctured a world
populated by bored inhabitants, the dominant fact for-

women being repeated pregnancies and that for men alcohdl.

uKarl G, Pfelffer, W. Somerset Maugham: A Candid
Portrait (New York: W. W. Norton & CO., 1959), PD. 30-37.

5William Somerset Maugham, Liza of Lambeth (London:
T. Fisher Unwin, Ltd., 1897), p. 2.
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Maugham focused his narrative on Liza Kemp, a product of but
a contrast--beautiful, vivacious, energetic--to the ugly
background. Lizé is unconsciouslyostriving for values which
do not exist in the pattern ofvthe Vere Street environment,
a pattern consisting of marriage,-children, drink. Reject-
ing Tom, a nice young man_who'ﬁanﬁs to marrylher,'she ié
. driven by her sensual nature, which she translates into the N
magic word love, into an affair with Jim Biakeston, a man Q:ﬁ
bored with his wife, who is worn-out with child bearing.
Maugham wisely adopted a simple, straightforward
structure in which to develop his story of 1llicit love set
against a background of uglinésé. He preéented in the early
chapters expository material on the ph&sical and-sd¢ia14en—
vironment, the character of Liza, and her_iife With her
alcoholic, hypochondriac mothér through a series of dramatic
episodes. The next'secﬁion shows Llza an§ Jim dgveloping
their relationship; this material is presented through a
geries of scenes portraying the typlcal means of escape of
the lowerlqlasées: a tavern-sponsored trip‘to the oountry;
attendance at a sentimental melodrama at the local theater,
and recreation in the pubs of Lambeth, The culmination of
this seqtion—fiiza's acceptance of Jim's love--stresses the
physical motivation, B
"Liza," he gaid in a whisper, "will yer?"

"Will I wot?" she said, looking down.
"You know, ILiza., Sy, will yer?'
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"Na," she sald.

He bent over her and repeated--

"Will yer?"

She did not speak but kept beating down on
his hand.

"Liza," he sald again, his voice growing
hoarse and thick--"Liza, will yer?"

She still kept silence, looking away and
continually bringing down her fist. He looked at
her a moment, and she, ceasing to thump his hand,
looked up at him with half-opened mouth. Suddenly
he shook himself, and closing his fist gave her a
violent, swinging blow in the stomach,

"Come on," he said.

And together they slid down into the dark-

ness of the passage.6

The following section of the novel traces, In narrative rather

than sceniec development, the summer of sensual happiness and
then the increasing difficulties of the relationship. Their
happiness is complicated by;the coming of winter, 1eaVinSv
them no place ekcept train stations in which to be together,
as well as the grcWing scandal as the affair becomes known to
the inhabitants of Vefe Street. The fact that this 1is a study
1s emphasized by the countefpointing of Liza's affair with
the "normal" life chosen by her friend Sally. Sally marries
Harry, has two months of happiness, and then discovers that
she is pregnant and that Harry beats her when he has been
drinking, an activity which becomes habitual., Obviously
Sally's way is not the route to happiness, although 1n a bit
of mechanical juxtaposition the drunken Jim's striking Liza

follows a scene in which Harry beats Sally, thus showing

6Ibid., p. 124,
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that there 1s really not much difference between the two
kinds of matches. The climax of this section of the novel
stresses again tnis world as one of physical violence; In
the fight between Liza and Mrs.vBlakeston and in the subse-
quent beating of Mrs. Blakeston by Jim, Maugham achieved
his best effects: he pictured a pOpulation, with no in- 1
~tellectual resources, forced to act in physically'violent':
terms. The final section of the nevel 1is the weakest. ‘the
death of Liza due- to a miscarriage is set within the frame-t-
work of Mrs, Kemp and Mrs, Hodges conversations on morality |
and economy, & Juxtaposition which creates an irony ‘that is
maudlin rather than effective. o

The novel is a study of a lcwertclass énvircnneﬁt_
in which the inhabitants are doubly trép‘péd on Lthe one
hand is their belilef in traditional middle class virtues-- -
chastity, marriage, devotion to parent and children. On the
other are the economic, physical, and psycholOgical realities
which pervert these virtues into a.necessitysfor escape B
through drink'or sex, The conflict is inevitably destrhc-
tive, All action seems ultimately purposeless. v

Maugham created his characters within the pattérns:
outlined by the predecessors covered in this study. VTﬁe
characters have a basic inconsistency, and they create a re-
actlon of shock in the reader because of their simultaneous

sympathetic motives and morally repulsive actions. The in-
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congruity of Liza 1s dramatized by her vacillation in her
reactions to Jim, She refuses to see him, then desperately
desires him to come by her house, and finally castigates

him for his neglect of her, which she had imposed. Although
this has an air of coquettishness, the real problem is that
of an internal moral conflict: desire for love balénoed
against the accepted social maxim that one does not love
married men. This basic conflict between middle class
morality and urge for self-fulfillment is also appérénﬁ in
her relatioﬁs with Tom., She knows 1t'is morally wrong to
encourage Tom when she does not love him and thus refuses

to go with him to- the picnic; yet when she sees the happy
party formed, her‘deéire for pleasure 6vercoﬁes hér moral
sense and she acoepté Tom as an escort.':The pattern pf con-
flict is repeated at the end of the novel when the faithful
Tom offers to marry her despite her pregnancy. Liza's

moral sense cadses,her to refuse hisvoffer, but her sense

of gratitude forces her to offer Tom sexual satisfaction.
Although the reader's knowledge of Jim is almost totally
external, his Internal conflict reflects a complex chéracter.
He can be an ardent lover of Liza and a good father to his
children. His conflict is not so much between social norms
and inngr_qeé@é ag 1t 1s between divergent requirements
within himself;;a need for vital, sensual love and a sincere

paternal affection, He is both strong and impulsive,'but
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the inconsisteney of hls impulses debilitates his strength
as the novel progresses, The minor characters, typically,
fall into consistent stereotypes: Mrs, Blakeston as the
outraged wife, Tom as the ever-faithful suitor, Sally and
Harry as good people trapped by their environment.

v The incongruity between sympathy and moral Judgment
set up in the reader 1is partially dependent -upon the com-
plexity of characterization and partially the result of
the contrast between the vitality of the central charac-

ters and the repressive nature of thehenvironment. Frierson
hints at this basic technique of shocking the reader‘when he
points out that "Unlike other English heroines who are se-
duced, Liza is monstrously happy. 7 '

They did not meet till they got over Westminster

Bridge, and thence they made their: ‘way ‘into ‘the

Park; they woyld lie down on the grass in one

another's arms, and thus spend the-long summer

evenings., After the heat of the day there ‘would be

a gentle breeze in the Park, .and' they would take in

long breaths of the air; it:seemed far away from

London, it was so quiet and cool; ‘and Liza, as she

lay by Jim's side, felt her love for him overflowing

to the rest of the world and envelopigg mankind it-

self in a kind of grateful happiness. :
Clearly this love 1s not to;be condemned as gross sensuallsm
but is to be admired because of its power to unite Liza with
the world,.a unity impossible within the accepted norms of

her environment; Adultery becomes the only means of self-

7Frierson, b 39
8 __,.-r
Ibid., pp. 146- 147
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fulfillment among the many repressive forces of Vere Street,
Certainly the reader for whom the novel was designed wbuld
be shocked at the cholce of sympathetic response which the
author forced upon him; he must choose between the adulterous
escape and destructive conformity to the environment. And he
would be ever more shocked to find that theréAwas reaiiy no
freedom of cholce--that the 1llicit affair was clearly
pref‘erable,9 , '

The pattern of shock which Maugham was creating pre-
sented a serioué problem for the ending. In this study of
two people against the setting of Vere Street, the recurrence
of the environment as an interrupter of their love makes dlear
that the environment is stronger than the lovers.  The theme
demands the triumph of environment, but the central effect of
moral shock demands fhat the dgfeat of the protagonists must
not appear as punishment for 1hmoral action. Maugham's solu-
tion to this problem is one of mixed success and failure.
The immediate causes of Liza's death are'thé beating adminis-
tered by Mrs. Blakeston and the alcoholic treatment for her
bruises administered by Mfs. Kemp. Trapped by a primary
evil'of Vere Street, pregnancy, Liza meets and is defeated
by two of the primary forcés of the street: Mrs, Blakeston

is the outraged moral norm, surrounded during the fight by

9Muchi of this sensationalism 1s gained by obJective
tone, but a major problem in tone necessitates that this sub-
Ject be treated later in the chapter.
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cruelly cheering members of the neighborhood; Mrs. Kemp repre-
sents the selfish alcoholic escape which pervades the street.
The animalistic viciousness of Mrs, Blakeston and the maudlin
drunkenness of Mrs., Kemp are equally repulsive symbols for
the destructive nature of the environment. But Maugham,
perhaps feeling that his theme was still capable of dis-
tortion by the morally sensitive:reader, surrounded~the
dying Liza by two chorus-like figures of the community
whose function is to show the émptiness'of dbmmunity values
and underline the futility of Liza's death, The fault is
that the irony becomes so heavy as to become humorous--
creating a discordant conflict between the seriousness of
the ending and the nature of the dialogue. The parasitic
Mrs. Kemp describes her 1ife with her daughter: |
"It's a great trial ter me that this should

'ave 'appened . . . . Mine's always been a. very

respectable family, an' such a thing as this 'as

never 'appened before., No, Mrs. 'Odges, I was

lawfully married in church, an' I've got my

marriage lines now ter show I was, an' thet one

of my daughters should 'ave gone wrong in this

way--well, I can't understand 1t. I glve 'er

a good education, an' she 'as all the comforts

of a 'ome. She never wanted for nothin'; I worked

myself to the bone to keep 'er in luxury, an' then

thet she should go an' disgrace me like +his,"10
The sense of personal outrage fades into pride when the sub-

ject turns to insurance: "I'e 'ad 'er insured ever since

she was born. Why, only the other dy I was sayin' ter myself

loMaugham, Liza, pp. 233-234.



153

thet all thet money 'ad been wisted, but you see 1t wasn't;
yer never know yer luck, you see!"11 A discussion of the
relative merits of undertakers inevitably leads to talk of
memorable funerals, climaxed by this macabre description
of the funeral of Mrs, Kemp's husband:

"Well, Mr. Brownin', 'e was a great big man,
thirteen stone if 'e was a ounce. Well, 'e stood
on the coffin, 'an a young man 'e 'ad with 'im
stocd on it too, an' the 1id simply wouldn't go A
dahn; so Mr, Brownin', 'e sald, 'Jump on, missus,':
so I was in my widow's weeds, yer know, but we 'ad
ter git it -dahn, so I stood on i, an' we all '
Jumped, an' at last we got it to, an' screwed 1t;
but, lor!, we did 'ave a Job; I shall never for- --
get 1t,"12

One might argue that this kind of thing is functional in that
it points to the hypocrisy, the cheapness of life, the lack
of human feeiing in the environment, but the above passage
is immediatély followed by this paragraph:
Then all ﬁas silence. And a heaviness

seemed to f111 the air like a grey blight, cold

and suffocating; and the heaviness was Death,

They felt the presence in the room, and they

dared not move, they dared not draw their breath.

The silence was terrifying.l3
Even if this péragraph were without the inappropriateness
of the Poe-like tone, the shift between the ludicrous and
the serious 1s ineffective. Maugham's choice of this tech-

nique for his:eonclusion is significant becauge it stresses

M1pia., p. 237.
121b14., p. 241

131bid.
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the individual-environment conflict which had become the
standard pattern for English novels intended as experimental
studies and bescause it indicates how important the element

of moral shock-~-the avoldance of any overtones of poetic
justice--was to Maugham in the 'kind of ‘novel he was writing.
The failure of Maugham's conclusion shoWS“his insecurity in:
knowing how to control his reader; partially this insecurity
1s due to Maugham's status as é novice novelist and partially

to the relative newness of this technique;

Maugham was experimenting with style 1n1Liza‘of Lam-
beth, and his experiments with stylé are’closely related tq
the question of objectivity. Maugham-has dutlined»hié ideai
of style for thié period: "I wanted mgfely to set down the
facts, I began with the impossible aim:pf using no-adjectives
at all, I thought that if you could find the exact term a
qualifying epithet,couid be- dispensed with.“;g_lﬁvbasic atti-
tude which most critics‘find in all of Madgham;s-ﬁork shows
the relationship between sﬁylistic ideal and character pof-
trayal: "I cannot bring myself to Judge my fellows; i am
content to observe them. My observation has led me to be;
lieve that, all in all; there is not so much difference be-

tween the good and the bad as the moralists would have us

believe."!? As long as Maugham was describing or analyzing

lLI’Maugham, Summing Up, p. 29.

" Brvi4., p. 58.
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character in this novel, he achieved his objective ideal, Too
often, however, when he treated character in its relation to
setting, he sacrifiqed objectivity. A passage near the be-~
ginning of the novel, in which Maugham established the na-
ture of the environment, illustrates,this recurrent weakness,

Worst of all were the very young children, for
there had been no rain for weeks, and the street
was as dry and clean as a covered court, and, in
the lack of mud to wallow in, they sat about the
road, disconsolate as poets. The number of babies
was prodigious; they sprawled about everywhere, .on
the pavement, round the doors, and about their
mothers' skirts. The grown-ups were gathered

round the open doors; there were usually two women
squatting on the doorstep, and two or three more
seated on either side on chairs; they were invari-
ably nursing babies, and most of them showed ¢lear
signs that the present object of the maternal care
would be soon ousted by a new arrival. Men were
less numerous, but such as there were leant against
the walls, smoking, or sat on the sills of the
ground-floor windows, It was the dead season in Vere
Street as much as. in Belgravia, and really if .it had
not been for babies Just come or jJust about to come,
and an opportune murder in a neighboring doss-house,
there would have been nothing whatever to talk
about. As it was, the little groups talked quietly,
dlscussing the atrocity or the merits of local mid-
wives, comparigg the circumstances of their various
confinements,i

All of the elements necessary for delineating the environ-
ment are here: the crowded conditions, the boredom, the
inertia are presented concretely. A major element of the
environment--its productivity of children--is developed,

But even here the mixture of tone which characterlizes the
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novel is present. It is seen in the humorous conception
of the children without mud and the relief of having a
murder to talk about, the lightness resulting from the cir-
cumlocution regarding the women's pregnanciles, and most
overtly in the functionless simile "disconsolate as poets.”
Maugham disproves the generalization that naturalistic
novels are without humor, but he may also-lead one to the
perception that this generalization should not be a criticism
but a statement of praise., One of the most serious examples
of tonal incongruity occurs in the crucial scene in the
country where Liza and Jim develop an interest in each other.
The function of the scene is to Juxtapose'gross sensuality
and a dellicate psychological relationship. Not satisfied
with the inherent irony, Maugham subtitled one part of the
scene "THE IDYLL OF CORYDON AND PHYLLIS." The first two para-
graphs of the section adequately illustrate the crudeness of
the irony: A |
Gallantry ordered that the faithful swain -
and the amorous shepherdess should drink out of one
and the same pot.
"1yrry up an' 'ave your whack, said Cory-
don, politely handing the foaming bowl for his fair
one to drink from.1l7

Frierson decides it 1s this "genial good humor that makes the

cruel situations and the satire all the more biting."18 Among

171p1d., p. 62.

l8Frierson, p. 98.
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other things, this Judgment ignores the problem. The effect
of the novel depends upon the reader's accepting the reality
and, thus, the seriousness of both the major characters and
the setting; this becomes ilmpossible If the writer refuses
to control his tone, The problem lies in Maugham's famous
cynicism, a valuable asset which allowed him to become a
succegsful comic dramatist and popular writer of short
stories. This cynicism leads not to objectivity but to a
lack of seriousness--an implied attack upon everything.
Although one whose primary interest was Maugham
would explain this conflict in tone in terms of the writer's
personality, the problem is sufficiently crucial in a study
of the naturalistic tradition to pursue it a little further,
In the only naturalistic catalog19 in the novei, Liza
notices the decorations of her home:
She did not want to dress yet, but rather
to sit down and think, so she twisted up her hair
into a 1ittle knot, slipped a skirt over her night-
dress, and sat on a chair near the window and be-
gan looking around. The decorations of the room
had been centred on the mantelpiece; the chief
ornament consisted of a pear and an apple, a bunch
of grapes, and several fat plums, all very beauti-
fully done in wax, as was the fashion about the
middle of this most glorious reign. They were ap-
propriately coloured--the apple blushing red, the
grapes an inky black, emerald green leaves were

scattered here and there to lend finish, and the
whole was mounted on an ebonised stand covered with

197his term 1s usually used with derogatory connota-
tions; certainly this particular catalog has too little
function to Justify the space allotted to it.
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black velvet, and protected from dust and dirt by
a beautiful glass cover bordered with red plush.
Liza's eyes rested on this with approbation, and
the pineapple quite made her mouth water. At either
end of the mantelplece were pink Jars with blue
flowers on the front; round the top with Gothic
letters of gold was inscribed: "A Present from a
Friend"--these were products of a later, but not
less artistic age. The intervening spaces were.
taken up with little jars and cups and saucers--
gold inside, with a view of a town outside, and
surrounding them, "A Present from.Clacton-on-Sea,"
or, alliteratively, "A Momento of Margate."™ Of
these many were broken, but they had been mended
with glue, and it is well known that pottery in

the eyes of the connoisseur loses none of its

value by a crack or two.

Liza looked at it all and felt perfectly satisfied;
she put a pin in one corner of the noble Marquess
to prevent him from falling, fiddled about with the
ornaments a little, and then started washing herselr,20

This occurs dn fhe morning after Jim has seduced Liza, and onk
of the functions of the description is to show the reader )
Liza's satisfaction following her sexual initiation. Another
function is to show the bad taste reflected in the environ-
ment and fo 1ink this aesthetic limitation to Liza, the prod-
uct of the environment. Maugham's goal was to make Liza's
appreciation concretely real and then 1ronica11y to undercut
this appreclation by making the reader's perception of the
ugliness equally reai. He created the situation as if he were
going to use the Flaubertian technique of allowing Liza's per-
ception to make{the irony clear--to create irony objectively

(cf. Moore's success with this at the beginning of A Mummer's

20Maugham, Liza, pp. 126-130.
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Wife quoted in Chap. II). But Maugham aborted this device
of concurrently presenting the object and the character's
reaction to the object, at the same time making it inherently
clear that our reaction to the object should be opposite to
that of the‘éharacter. Instead he substituted the heawvy
irony of "this most glorious reign," ﬂproduéts of a later,
but not less artistic age," and the sentence about the con-
noigseur. The effect achleved strikes one as much more false
than all of Thackeray's "dear readers." This passage 1s an
example of the necessity of something approaching objectivity
on the part of an author in the naturalistic tradition. The
concrete obJectsvlose their primary function of developing
the naturé'of the environment and delineating character, In-
stead, thé ées;ription becomes a device for humorously’show—
ing the superior taste of the author, and it is faulty because
it diverts the reader's sympathy from a character who must ap-
pear sympathetic in order for the novel to have its intended
effect. More important for my purposé than what this shows
about Maugham as writer 1s what 1t demonstrates about the
" necessity of the values of the novelist to be implicit rather
than explicit in the novel utilizing moral sensationalism,

In subject matter, structure, characterizatioh, and

intended effect, Ligg of Lambeth fits into the tradition which

I have been tracing. Its greatest importance for this study

1s to demonstrate the incompatibility of satire, implying the
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overt presence of the author's values, and naturalism. The
book iz an amazingly good first novel, but Maugham's inability
to control tone not only prefigures his future career as a
dramatist and novelist of manners (in the strictest sense)

but also creates a major weakness in the novelﬂ' Although

this technical flaw makes a bald statement of the theme of

the novel sound more insincere than it otherwise would, a

comment listed under 1896 in A Writer's Notébook sums up the
statement the novel makes:

Everything in life is meaningless, the pain
and the suffering are fruitless and futile, There
1s no object in 1life. To nature nothing matters but
the continuation of the species. And is not this
last a hasty proposition based on over-brief periods
of time, the_observation of an eye that sees but a-
little way.2l

Despite the presence of many of the naturalistic techniques
and its pessimistic theme, the element of satire disqualifigs
it for the place Walter Allen assigned it: "the completest

specimen of the Naturalistic novel in English,"22
Written lmmediately after Liza of Lambeth but not

published until 1902, Mrs, Craddock is called both a better
novel and more naturalistic than Liza by some critics. Cer-

tainly its central subject--the disintegration of a marriage--

is part of the tradition as seen in Madame Bovary, several of

2ly. Somerset Maugham, The Partial View (London:
William Heinemann, Ltd., 1954), p. 27.

®Zyalter Allen, The English Novel: A Short Critical
History (New York: E. P, Dutton & Co., Inc., n. d.), p. 392.
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Gissing's works, and Moore's A Mummer's Wife, Like 1ts pre-

decessors on the theme, the novel's basic conflict is between
a husband and wife of disparate character and soclal back-
ground. The study 1s concerned with whether an intelligent,
educated, passionate woman of the gentry can be happy with a
practical, unimaginative, cold man of the farming class. Ex-
cept for some early satire, the difference in class becomes
subordinated to differences in personality.

Structurally the novel is simple: the passionate
Bertha Ley, wanting love desperately, woos and wins one of
her tenants, Edward Craddock; there follows a period of hap-
piness; next is the period of disillusionment climaxed by
Bertha's realization that she no longer loves her husband;
after a futile attempt to find love with a younger cousin,
Bertha returns home to gain her freedom by means of the acci-
dental death of Edward.

Although there 1s no attempt to limit point of view,
in the technlcal sense, both the plot and the psycholéogical
interest focusAon Bertha Craddock, and because of this, she
is the only complexly realized character. The violent sen-
suality of her love, the repression of her ideals and tastes
in favor of those of Edward, the vacillation between will-
fulness and supservience, and her final cynical rejection
of all that_Edward represents contribute to her effective

Incongrulty. The changing values she asgsigns to Edward are
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both subtly and believably presented. After finding it im-
possible to continue to love Edward, she desperately needs
an outlet for her love, which for her i1s the only meaningful
thing in life; she transfers her love to her profligafe
cousin, nine years her junior. Even this eplisode would have
been acceptable in terms of Bertha's complex need if Maugham
had succeeded in creafing something other than a slang-
spoutingAstereotype as the young lover., The inanify of
Gerald makes the reader doubt Bertha's taste and finally

the adequacy of her goal--the all-consuming love in which
she may submerge herself.

Uhfortunately for the effectiveness of the novel, all
the characters except Bertha are stock figures. Edward Crad-
dock 1s the insensitive farmer who repeatedly defeats Bertha
by the simple device of not recognizing there is a conflict.
He exists almost entirely as an obJect against which Bertha
reacts. But as soon as Edward's unchangeably moral character
1s established dramatically, Maugham inapprobriately chooses
to use him as a satirical device--an excuse for the author to
show his wit. Typical of Maugham's handling of Edward is the
fpllowingi

If the gods, who scatter wit in sundry un-
expected places, so that it is sometimes found
beneath the blshop's mitre and, once in a thousand
years, beneath a king's crown, had given Edward
two-pennyworth of that commodity, he should un-
doubtedly have been a great as well as a good man.

Fortune smiled upon him uninterruptedly; he enjoyed
the envy of hig neighbors; he farmed with profit,
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and, having tamed the rebellious spirit of his

wife, he rejolced in domestic feliclty. And it

must be noted that he was rewarded only according

to his deserts. He walked with upright spirit

and contented mind along the path which it had

pleased a merciful Providence to set before him.

He was lighted on the way by a strong Sense of

Duty, by the Principles which he had acquired at

his Mogger's Knee, and by a Conviction of his own

merit,
In additipn to the inherent weakness of irony by capitali-
zation, Maugham sacrificed objectivity and repeated in terms
of analysis what he had already established dramatically
only in order, as far as I can see, to present a rather
weak witticism at the expense of kings and bishops. This
kind of treatment of one of the major characters inevitably
weakens the conflict, thus depriving the novel of some of
i1ts inherent interest.

In the opening chapters of the novel, Polly Ley, the
aunt of Bertha, serves as the spokesman for the author. Un-
involved and cynical, she satirically presents the author's
attitude toward empty pretensions., Typical of her expressed
opinions are these two, both of which reflect Maugham's ideas:
"Marriage 1s always a hopeless idiocy for a woman who has
enough money of her own to live upon," and "The particular

function Qf a_woman 1s to propagate her speciles; and 1if she's

wise she'll choose a strong and healthy man to be the father

23y1l1iam Somerset Mau ham, Mrs. Craddock (London:
William Heinemann, 1902), p. 248.
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of her children."24 Using a witty raisonneur in a realistic
novel creates at least two difficulties: first the character
is too witty to be real, and second the character as spokes-
man for the author inevitably directs the values of the
reader, thus depriving the novel of the complexity necessary
for reflecting reality. Perhaps an even greater flaw in this
novel 1s that Miss Ley disappears for long periods and her
humorous function is taken over by the author himself, a
situation which 1s even more fatal to the realistic effect
than the presence of the author's voice within a character,

The other characters of the novel are all satirical
scarecrows, making no claims for reality or interest. Thelr
major functlon is to serve as a deluded Jury--deciding that
Edward is a far more valuable person than Bertha. The types
are all well known: the prudlish sister of the parson, the
snobbish country lady, the pompous general, and the ineffec-
tive ex-politiclan. They are far more appropriate--and in
fact their types reappear--in Maugham's popular comedies of
manners .,

Mrs. Craddock is a strange mixture of social study

and comedy of manners. One way to see the naturalistic
element Maugham included is to work with a comparison Polly
Ley offers: "Better ten thousand times . . . was it to be

Becky Sharp and a monster of wickedness than Amelia and a

21bid., pp. 47 and L9,
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monster of stupidity.“25 Edward, full of moral earnestness,
represents the monster of gtupidity, and Bertha, though cer-
tainly not so extreme as Becky, represents the monster of
wickedness. She 1s sensually passionate, she glves a tirade
against the goodness of God, she turns against her husband--
and yet Maugham makes her the sympathétic character of the
novel.’ Maugham, like Moore, uées the technique of mdral

shock, playing off the values inherent in the novel against

those of the reader, But in Mrs, Craddock, even more than

in Liza of Lambeth, the authorial intrusion 6f Maugham the wit
prevents the reader's taking the’problem'seriously. In fact
“in the second novel, Maugham's contempt for "the monster of
stupidity" makes the conflict so unevenithét, rather than
being shocked by Bertha, the reader shares her values because
he does not wish to be assoclated with.the‘laughter directed
at Edward. 014 vglues are under attack,.but the primary
weapon is'gomedy,‘not éhe bresentation of a realistic prob-
lem, although there is an attempt--if notsimpossible, at
least a failure ih.this attempt--to fuse the two,

Even though Maugham falled to create a naturalistic

novel with Mrs. Craddock, this fact alone does not make it a

bad novel. Mrs, Craddogk fails in 1ts strongest point, the

presentation of the heroine. Bertha's movement is from a -

love of Edward based upon delusion to a realistic vision of

251bid., p. 4.
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her husband in which love is impossible. Although Polly Ley
and Maugham have both ﬁarned us that marriage 1s a repressive
gstate and even hinted that love 1s a delusibn, Bertha's be-
lief in love 1s presented as a real value. It is only when
she transfers this love to.the vap1d5Ge:§1d.that a note of
ironic incongruity thfows'doubt-upoh'herivalueé._ The ques-
tion becomes whether Maugham intendéd Bertha to be seen as
the deluded romantic woman--a Madame Bovary--or he simply
failed in the creation of Gerald, thus unintentionally making
their love scenes 1ud1crous.  Thé anticlimactic conclusion
showing Bertha "tired of love and -hate"20 offers 1ittle aid.
Is she finally facing the reality thaﬁ loﬁe itself, like her
love for Edward, is a deiusion,'or is'shé a‘WOman.whose ad-
mirable capacity for love has been thwartéd by the représsive
rules of a ludicrous society? If the former is true, the
ending is the final'unmasking of a comédy in which all the
characters, except the witty Polly Ley, are fools. If the
latter, the novel is a pathetic pictﬁre Qf the determinism-
imposed by social pressures., The no&ei-is a fallure because
there 1s no solution to this»problem. ‘In attempting to fuse
witty comedy and naturalistic purposé, Maugham lost control
of his theme. ‘The problem 1s‘symbolized by the two possible

titles of the novel: the first sentence of the novel is

26 .
Ibid., p, 371.
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"This book might be called also The Triumph of Love."?l With

1ts obvious ironic overtones and its echo of Restoration
comedy titles, 1t is in strange contrast to the realistic

sound of Mrs, Craddock,

The‘two-novels Maugham published after Liza of Lam-.

—

beth were mistakes,'accordingfto both Maugham and his critics,

The Making of a Saint (1898) was a. historical novel set in

Italy, and The Hero (1901) wés an exerciée in‘iconoclasm in
which the author failed to create either a plot or characters
adequate to bear the weight of his ideas. It is filled with
Darwinian speeches.and contains an intereéting attempt to
show that the'protective love of a middle.class environment
can be just as deterministic and destructive as the economic
and cuitura; déprivation Sf Vere Sfreét. 'However, the pro-
tagonist James Parsons is incapable of holding the reader's
interest, and the action éiﬁernates bétween scenes offerihg
James obpbrtunities for morélly shocking bombaét and scenes
of pure satire on the mémbers of the'middle class community.
In the iing of poetry Maugham chose as éh epigraph--"0 Sophop

0:"28__1 getect a hint that he too had

nisba, Sophonisbe,
trouble taking this novel seriously.
Soon after the turn of the century, Maugham became:

primarily a writer of plays, and the novels he published bé-

2T1p1d., p. 1.

28William Somerset Maugham, The Hero (London: Hutch-
inson and Co,, 1901), facing p. 1.
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tween 1904 and 1915 were weak attempts to make money. Only
with Of Human Bondage (1915) did Maugham return to the novel

as a serious art form, and the technique and tone of that
novel prove the permanence of what he learned from his
early experiments in naturalistie fictiqn;vf-
Although‘certainlyvit,woeld be.erroneous to claim
that the naturalistic movemeﬁt'was dominant or even fully
accepted by English readere and reviewers at the time Maugham
began writing, that a young man in search of a monetarily
successful literary career would choose to create his first
work in that growing tradition proves thatvthe llterary
climate of England hedvundergone a great’ehift since 1880.
Unlike Gissing,‘Maughem was not’forced.te'chodse the lower
classes as subJect because of limited experience and personal
bitterness. Unlike Moore, he was not inspired to lead a
literary revolution. Instead the young Maugham was con-
vinced that "The ordinary is the writer'sfrieher field, Its
unexpectedness, 1ts singularity, its infinite variety afford
unending material."29 “Maugham's remark that "such a success
30

as /Liza_of Lambeth/ had was due to a lucky chance"” 1is not

quiteraccurete; a public had been prepared for books on the
subject, and teéhniques had been developed to treat the sub-

Ject. 1It-1s also significant that, in addition to money,

29Maugham, Summing Up, p. 6.
301p1d., p. 164.
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Maugham's goal has always been artistlc rather than propa-
gandistic; he shared this aesthetlc goal with both Gissing
and Moore. Thus 1t was possible at the end of the Nineteenth
Century for a young artist to begin his literary career in the
naturelistie tradition with as 1little struggle--both in terms
of aesthetic and public problems—-as iﬁ any Other.tradition.
_Tge»eeriy'bookS'of Maugham show him as an imltator
rather than an originator. His subjects had beeﬁ treated by
both his French and his English predeoessors, both city slum
and country estate had been exploited as settings by Gissing
and Moore. Lﬁis-primary effect of sympathetieally presenting
charactererano'incidents which would be clagsed immoral by
his readers was already well established es:part of the tra-
dition. In“his oreation'of complex, incongruous characters,
he 1s in the tradition of both the naturalists and the realists.
Ir Maogham contributed anything, it was the tightening of
structure: his selection of character and event is based
upon a desire to compare and contrast to galn a panoramic
effect, but by carefully limiting the environments which he
presented, he gained a greater structural simplicity than
had been exhibited by either Gissing or Moore. Seidom doee
he rely upon massive‘detail to establish his setting. In
his first two novels the focus 1s narrow and the movement
1s rapid, facts which indicate Maugham's superiority of

form over, at least, Gilssing.
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But Maugham's major weakness in his early novels is
his most instructive aspect in terms of thils study. His
failure to be objective--to permit the reader to feel that
he 1s allowed_te Judge the characters fer himself--is a
consistent flaw. . Maugham's witty cynioism-not only creates
an 1nconsistent tone, which is aesthetically unpleasant
but also causes confusion in evaluation of the characters
and the aet;on: The conflict between Maugham the social
satirist and Maugham the‘obJective reporter causes the reader
to doubt the sincerity and, finally. the truth of the work
It leads to the question of how, if the author can take his
situations no more seriously than he does,:can they be
worth reading about. His failure attests to the necessity
of giving the effect of obJectivity in the naturalistic novel.
It is odd that it is obJeetivity in_which Maugham has taken
consistent pride and the trait for which he is most consist-
ently praised Typical is Walter Allen's statement:
"Maugham's has always been the role of the impartial specta-
tor who watches but does not Judge."3l  This 1s a quality
demandeq_pyﬁthevtradition in which he waspworking in his
early_noye;s{_ang;it_is'precisely where he failed, AMaugham
and_his.grit}cslfa;}ed“to make an essential distinction be:

tween cynical contempt and impartiality.

31Allen, p. 392.
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Mgugham's scientific determinism, attested to dhring

K e S e

this period in the passage quoted earlier in this chapter,.

T R

is, except in The Hero, not'overtly apparent in the early
novels. There are Malthusian overtones In the fecundity

stressed in Lizavﬁf:Lambeth,'but the theory of "the:Sup4

vival of the Fittest" 13 not apparent because Liza is both
physically and“emotionally'thé:fittest:Of the characters.

The détepminism_Of the novel is social, not blologlcal,

This is also true of Mps. Oraddock. Both books serve as a
érotest against oﬁtmbdéé ;;cial and mb?gi_ngrms,.and al- (
though the motivation of both Liza and Bertha 1s sexual,
this is raised above the animélistic,ievel'byalinking‘it
with 1ove,aquhumanfﬁelf—de§elopmeﬁt;' But‘thé teéhniques,
not the déterminiétic‘theory,}are whaﬁ iink these two
early novels_td'the néturalistic tradition,

Two of Maughém's early novels are still reaﬁable,

and many scenes in Liza of Lambeth and the study of the

disintegration of the marrlage in Mrs. Craddock still have

power."Ng;yber is a consistently good novei, but both, 1in
their_sgpgpgghg and theilr weaknessés, illﬁstrate the essen-
tial elements of the naturalistic tradltion for which they
were designed. Their exiéténce shows the growing tradipion
and thg‘;ggpgggipg.agcebtance of this kind of novel. By
1900 naturalism was a sufficlently integrated part of the

Eaglish novelistic traditIon so that more creative men

could adapt its téchniques.to new uses to create great novels.




CODA
LITERARY NATURALISM,IN ENGLAND

The causes of the introduction of literary naturalism
in England are so complex and seemingly inexplicable that one .
1s tempted to agree with John Davidson 8 cockney lady in

Earl Lavender when speaking of decadence, a movement closely

assoclated with naturalism: '“It's the fang-de seeaycle that

does 1it, my dear, and education, and reading French nl ~Car-
gill has summed up the scholarship showing that French natural-
1sm was a product of political, economic, and moral disillu-
sionment .2 Despite the depressions of 1873 1886 and 1893 1894
no series of events in England during the 1880'5 and 1890' |
can be equated with those in France in: the 1870's. The de-
velopment'of the soclal and morai.inplications of natural se-
lection and, even more inportant,»the influence of foreign
literary theories- and practices appear ‘the most likely causal
factors of ‘the growth of paturalism in England,

Tne_naturalistic novels created by tne English writers

exhibit several differences from those created by Flaubert,

Ho1brook Jackson, The Eighteen Nineties: A Review
of Art and Ideas at the Close of. the‘ﬁineteenth EEntury '
(London G. Richards,- 1914), p. 20, :

2.Cargi'lﬂ., Chapy,. I, passim,.
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Zola, and thelr followers, The most pbvious of these differ-
ences 1s the English reticence in using some of the subject
matter of the French works, In English there 18 no study of
prostitution equivalent to gggg; there 1is no study of degra-
dation witn.the.congreteness of,gigasommoip. The treatment
of sex is, QfIGOurse,‘the'subJect‘in4Which the cbntrast is
most noticeable, bub the English writeﬁs never achleved

the stress upoﬁ thé,sensuality bf,man,that Zola did, for
instance in his descriptions of odors. Another element of

French practice which thé early:English'writers never used

was the symbolism of; most notably, Madame Bovary, L'Assom-
moir, and Germinal, ‘The,closést_apprOXimation to this tech-

nique of adding depth 1s Gissing's tentative,uSe of graveyard

and jail in The Nether World, rathef weakly analogous to the
devicé in L'Assommoir., The first of these differences points
to the concessions which had to be made to the English read-
ing public, the second to the heart of any'combarison between
French and Englisﬂ naturalists of the Ninefeenth Century--
uﬁlike Gissing, Moore, and Maugham, Flaubert and Zola were
masters of}their techniques; they created great novels,

~ But the central question of what‘the English wﬁiters,
limited though they may be, had in common with each othgr_re-

mains, Despite Zola's vagueness in Le Roman Experimentale on

the relationship between experimental truth and beauty or art,
the statements of Gissing, Moore, and Maugham show that they,

like their decadent contemporaries, were Interested in the
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novel as an art form and in art for its own sake. Despite
Gissing's failure to achieve this.goal, all three writers
are to be taken.sefiously in their rgJection 6f the propa-
gandistic or moral function of the novel. For each of them
art for art's sake meant an abandonment of the purpose of
the older n0vel,'with 1ts‘always~impiiCifIéha too often ex-
plicit support of_Cufﬁent middle ciass"morai-nbfms. They
each realized'that-a;reJection ofjtheitréditibnal purpose
meant rejection'of,many of the traditionallteéhniques; the
tracing of.their 6ften“painful ﬁearch qu new tephﬁiques has
been the subject'Of this study 80~far,j Their.statéments of
artistic aims indiéété.fhgt each thoughf{that in rejecting
the old moral pétterns‘he waﬁ pejé¢ting mﬁfal73udgments al-
together. The fallécy of this be1ief3is,fI'hopé,'ﬁow obvious.
This common goal of art‘qujaft'svéaké led fhem, with’
the example of French pfaétice as an additional guide, to a
choice of new subject matter: one way to evade the tradi-
tional preachment of middle class morality'was tokavqid.
writing about the middle class. Gissing, Mooré; and Maugham,
1lke Zola, tried to apply haturalistié techniques and atti-
tudes to middle class ahd eVen higher cléss society, but in

each case--in Thg(Whirlpool and qun in Exile, in A Modern

Lover and A Drama in Muslin, and in Mrs. Craddock--they cre-
ated social sétire rather than an'obJective study. Perhaps

because of the relative simplicity of thé characters, the
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ease of defining environment and thus linking character to
environment, or the'lack of necessity to study manners rather
than morals, each writer created something closer to Zola's
description of the experimental novelvwhen he took as his
subject the lives of characters in'lower class surroundings,
The fact that ehoice of eubJect is‘part of the tradition is
proven by the recurrence of cer#ain subjects in‘the works

of these three writeﬁs: the disintegration of a marriage

(almost all of Gissing's books, A Modern Lover, A Mummer's

Wife, Mrs, Craddock), adultery (The Nether World, A Mummer's
Wife, Liza of Lambeth), the unmarried woman (The Odd Women,

A Drama in Muslin), and economic difficulties (almost all).

Although these subjects are not unique to the naturalistic
tradition, the combination of the theoretical beliefs of
these three wriﬁers and the opportunities and problems posed
by the nature of the‘subject matter caused the writers to
adopt techniques which are associated with naturalism.

One of the ways of statiné the problem of Gissing,
Moore, and Maugham when faced by the new subject matter is
that they wanted to avold using the environment as a simple
backdrop fqr a traditional.plot. The problem was to make the
setting both realistic and functional: concrete description
galned the effect of reality but only by creating a causal
relationship between the setting and the actions of the char-

acters could any real functional effect be gained, Gissing's
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technique for gaining a sense of reality for his setting was
to delineate not only the appearance of the environment
through desoription but élso its power through an analysis
of economic, social, and moral patterns. This kind of pre-
sentation of the setting demanded a breadth which could not
be effectively created through a'iihitéa fbcus on one or
two or even four charécters. To make all facets of his en-
vironment real, he had to avold the effect,of over-simplifi-
cation by illustrating the environment in a number of ways,
and each of these ways had to be made to appéar functional
through showing 1ts effeét dpon charaétef, .The requirement
of breadth of presentation created the centfal structural
problem--how to gaih unity for this panoramic pfesentation.
Gissing solved this problem by,interrelatinthis many charac-
ters and scenes through comparisonsland contrasts, This of-
fered a principle of selection for 5oth scenes and charac-
ters, and gave the effeet of a study of the envifonment not
only in breadth but also in dépth}

This structurai technique used by Gissing was a bor-
rowed one, available from both French and Russian models.

Moore's_use of this structure is apparent in A Modern Lover

in his ghoige_of three women from three social levels,'his
contrasts of vayious environments, and his presentation of
the artistic community. It is used more effectively, because

of greater selectivity, in the contrast of the Hanley-
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Bohemlan environment and of the characters representing

these two environments in A Mummer's Wife. Although also

apparent in A Drama in Muslin and Mike Fletcher, it is more

effective in Esther Waters where the world of the servant and

the world of gambling are both developed through a series of
contrasting scenes and characters. A much more economical
uge of the same structural technique is apparent in Liza

of Lambeth, especlally in terms of cholece of characters,
Maugham achieves this economy by narrowing his setting--the
eighty houses of Vere Street as opposed to the sprawling mass
of Gissing's Clerkenwell--and omitting ahy comparison between
his central environment and an outside one, I am not suggest-
ing that this panoramic method is the only means of organiz-
ing a naturalistic novel but only that this was the most com-
mon method used by the English writers who first exhibited
naturalistic tendencies,

A principle of selection of characters did not, of
course, furnish a means 6f characterization. In absolute
terms, Glssing, Moore, and Maugham relied on the two tradi-
tional devices, analysis and dramatic presentation, although

Gissing‘tqyed with the interior monologue and all used the“in—

direct discourse of Flaubert's Madame Bovary rather awkwardly.
But led by Zola away from the use of ideals in fiction and
recognizing that real people did not act upon a consistent

ideal, as earlier writers had seemed to think, these writefs
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developed characters exhibiting what Myers called incongruity.
This kind of characterization was not only more like life
but also was necessary for the functional linking of charac-
ter and setting. The favorite way of showing this link was
to demonstrate that a shift In environment brought & shift
in character. Thus Kate, Esther Waters, Clara Hewett, and
Mrs, Craddock undergo radical changes ﬁnder varying condi-
tions, This close connection between 1ncongruity of charac;
ter, also a trait associated with the realistic tradition,
and environment ls one of the ways inAwhich naturalism dif-
fers from reallsm.

But more jmportant than gedﬂal structurevorlincon-
gruity of characterization in differéntiating the naturalis-
tic tradition from the realistic one is_the tthnique used
to gain the effect of au@hdrial obJec?;yity; The goal of
objectivity was important to these wriygré_not only bécause

it was central to'Zola's methodology fo#:the experimental:

o

novei but also beéausé 1t offered a méapé‘of reaction against
the mofal themes bf the.tréditional B;iﬁiéh novel. The first
requirement for gaininé‘thé effect oflébjéctivity was impar-
tialifj toward gharacters; which was partially achieved by
incongfu;ty of_characterization and résfraint of authorial’
generalization.~ More important to this effect, however, was
the rejeétion of plots in which the morally goqd were rewarded

and the bad punished. It appears to me, at this point in this
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study, thatAthe pessimism assoclated with English naturalism
is due at least as ﬁuch to a reaction against traditional
plot forms as it is to a commitment to a new philosophy, al-
though, of course, the two are closely related. The final
unhappiness of the morally upright Sidney Kirkwood, the death
of Kate Ede with its implicit contrast to the happiness of
Dick Lennox, the futility of the death of Liza Kemp functilon,
In each case, to stress the writer's impartiality toward a
character whom the reader has.Judged sympathetically. These
denouements shock the reader because they throw doubt upon
his belief, created by fiction rather than reality, that there
1s a system of rewards and punishments dependent upon human
action. This final effect, so often noticed by critics of
naturalism, is the central sensational element of naturalism,
In terms of.fhis moral sensationalism, Gissinguis dif-
ferent from Mdore and Maugham, The death of Arthur Golding
is meaningless, if not'éilly, rather than shocking. The final
unhappiness of Jane Snowden and Sidney Kirkwood 1s & moral-

assertion in traditional terms; llke Isabel Archer's return

:to.Gilbert‘Ogmopd at the end of The P9rprait ofja Lady, t#eir
decision is morally right because it ?eflects moral strength,
In the dgstruqtion of Clara's ambitioﬁs and in the death of
Bob Hewetf,'Gissing‘might have achieved moral shock, but by
his final focus on the plot characters he implies that ‘the

destruction of Clara and Bob 1s due to their lack of moral
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self-restraint, Althpugh akin to the naturalists in many of
his techniques, Gissing 1is, in this aspect, a social realist.
Gissing, like Moore and Maugham, uses the more easily

achieved sensationalism which is akin to that of the’Journal-
istic expose. Many of the shocklng scenes are not designed
to affect the reader's moral perspective but only hié sensi-
tivity or feeling of decorum. Gissing's descriptions of
slums, holidays, and economic injustice, Moore's treatment
of sickness, alcoholism, the conditions of servants, the de-
structiveness of gambling, and the baby farm, and Maughamfs
presentation of glcoholism, the ugliness of Vere Street, and
the fight between the two women are repulsive and sometimes
grotesque. The reader may'react by feeliné that something'
should betdone about these horrible conditions, but his
sense of moral security is not attacked by these scenes,

| The effect gained by Moore and Maugham through thé
frustration of the reader's moral expectations is that of
throwing doubt upon the validity of these moral expectations.
Gissing's failure'as a novelist can be'seen in this context:
he sacfifices_imparitality by causing'thé réader to Jjudge
one set of characters by a traditional moral ideal and~yet
introd&ces_gnother set of characters,:e.g,, the amoral‘Clém
and the helpless Pennyloaf, who are expected to be judged |
objectively outside the posited moral realm. Inevitably

this leads to the confusion of the reader, a confusion spring-
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ing from Glssing's own inability to sacrifice or reconcile
traditional moral norms and a new scientific morality, Giss-
ing, striving for neutrality toward values, only arrived at
inconsistency. In contrast, the éffect of both A Mummer's

Wife and Liza of Lambéth is that of an attack on the Victorian

moral code; Bohemian sexual promisculty is preferable:to Han-
ley morality; Liza 1s destroyed because In her justified
strivingvfo be human she does not conform to the injunction
against adultery and to the empty ldeal of respectability.
Although Moore and Maugham claim complete objectivity toward
all values, an attack upon one set of values implies somephing
other than absolute neutrality toward values. If their af-
tack upon outmoded values 1s to avoid;thé confusion in which
Gissing was trapped, if thé moral shock 1s to be effective,
the novels must imply, if only 1ightly, a more or 1ess‘con5
sistent alternate set of values. That this alternate set

of values exists 1s not only logically but historically ap-
parent, as can be seen by the consistent linking of literary
naturalism with pésSimistig determinism, monistic materialism,
or the‘values of nature, Aithough almost all scholars insiat
ﬁhat theseingw values are in the novels and can usually prove
it by quoting.froﬁ letters or non-fictional works, Just as I
have done, loéating these values in the novels themselves has
bro#éd a rather bewlldering task for at least two reasons§

first, these writers attempped to avoid the overt expression
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of values within thelr novels because they assoclated this
technique with the traditional novel; second, intellectually
for Gissing, Moore, and Maugham these new ldeas were tenuous,
temporary, and sometimes confused, Partially because of their
own intellectual insecurity and partially because of their
artistic ideals, Moore and Maugham could hot attack old

values explicitly as Butler attacked the values of parent-

hood in The Way of All Flesh or satirically as he attacked

the machine age in Erewhon,

Perhaps one way of approaching an understanding of
the new values inherent in the novels of Moore' and Maugham
is to isolate a few generalizations which can be compared
with the effects of the novels, Although it 1is little bet-
ter than quoting an author's statements outside his fiction,
I have chosen the following statements from Maﬁgham's'igg
Hero, one of whose weaknesses 1s the explicitness with which
Maugham's ideas on natural morality are presented. Although
in the following passage, James Parsons is talking to his
uncle, it might serve as a direct speech to the reader on
the justification for the stress upon sexuality in the'early
novels of Moore and Maugham:

"YOu'live here surrounded by all sorts of 1mpossible
ways of locking at life. How can your outlook be.
sane when it 1s founded on a sham morality? You :
think the body is indecent and ugly, and that the :
flesh is shameful. Oh, you don't understand. I'm
sick of this prudery which throws its own hideous-

ness over all it sees., The soul and the body are
one, indissoluble. Soul 1s body, and body 1s soul.
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Love is the God-like instinct of procreation. You

think sexual attractlon is something to be ignored,

and in its place you put a bloodless sentimentality--

the vulgar rhetoric of a penny novelette, If I marry

a woman, it is that she may be the mother of children,

Pasgion is the only reason for marriage; unless it

exlsts, marriage 1is ugly and beastly. It's worse

than beastly; the beasts of the fleld are clean . . . .

I kmow nothing purer than the body, nothing higher

than the divine instincts of nature,"
It is some such theory as this implicit in the action that
enables.Moore to make the reader sympathize with Kate's
abandonment of her husband for the sensual Dick Lennox and
with Esther's refusal to marry the religlously and finsneizlly
secure young man to return to William, her seducer, and to
make Esther's ensuilng happiness understood. The talk of love
and the portrayal of sensuality between Liza and Jim dépend
upon this theoretical basls as does the dlscrepancy between
Mrs. Craddock's great expectations from marriage and the dig-
appointing reality. One of the bases of the attack on tra-
ditional morality, therefore, is a redefinition of love:
love is no longer an ideal matching of souls but a concrete
sensual experience. Gissing's inability to align himself
with eithep the old or the new is obviouslin his contrasting
treatment of Jane and Sidney, Bob and Pennyloaf, It 1s in
the treaﬁmént of love that Moore and Maugham achieve their-
best effects of moral shock.

Another rejection was that of decorum, the tradition

SMaugham, The Hero, p. 208,

VETIN
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of manners. James Parsons expresses it in this way:

But we all know that Nature is a goddess
with no sense of decency, for whom the proprietles
are simply non-existent; men and women in her eyes
have but one point of interest, and she walks
abroad with her fashioning fingers, setting in
order the only work that she cares for. All the
rest is subsidiary, and she is callous to suffer-
ing and to death, indifferent to the Ten Co%mand-
ments and even to the code of Good Society.

Despite Lionel Trilling's persuasive argument that manners
and morals are the same in the novel,5 I think that it 1s
helpful in dealing with the early naturalistic novelito
keep & distinction between the two. Gissing, especially

in Born in Exile, Moore, in A Modern Lover and A Drgma in

Muslin, and Maugham, in Mrs. Craddock and The Hero, deal

primarily with manners--the concern with methods in social
activity--and in each case they sacrifice objectivity as the
tone becomes satirical. Although 1t may limit the value of
the novel, the more naturalistic novels of these writers are
concerned with an attack upon false moral patferns-—centered
upon "the Ten Commandments" rather than "the code of Good
Society." It is a shocking breach of decorum when Kate vom-
its in a cab and makes a spectacle of herseif on the street,
but the real issue is that Kate 1s destroying herself because
she 1is hopelessly_burdened with a belief in the Ten Command-

ments. Liza 1s equally aware of and equally affected by the

4Ibid., p. 37.

5Trilling, "Manners, Morals, and the Novel," The
Liberal Imagination, pp. 200-215, ' '
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moral law against adultery and the environmental reallty of
inhuman stagnation of those who obey the Commandments in
Vere Street; inherent in the novel is that she made the
right choice in rejecting traditional morality. Both Moore
and Maugham attempt to give the effect that they are as "in-
different to the Ten Commandments" as nature, but ultimately
their attitude is not indifference but rejection in favor

of a vaguely defined natural morality.

And finally there is the appeal to nature as the new
biology defines it; James Parsons sums up the conception
which was apparently held by Moore and Maugham and, to a
lesser extent, Gissing:

Many peOplé say that war 1s inhuman and absurd;

many people are uncommonly silly. When they think

war can be abolished, they show a phenomenal ig-

norance of the conditions of all development, War

in one way or another is at the very root of life.

War 1s not only conducted by fire and sword; it is

in all nature, it is the condition of existence for

all created things. Even the wild flowers in the

meadow wage war, and they wage it more ruthlessly

even than man, for with them defeat means extermina-

tion. The law of nature is that the fit should kill

the unfit. The Lord is the Lord of Hosts. The lame

and the halt and the blind must remain _behind, while

the strong man goes his way reJoicing.6
It is one of the ironles of the history of criticism that the
norm of tnersqrvival of the fittest should have been used as
one of the touchstones for the identification of naturalistic

fiction when the idea remains elther obscure or non-exlstent

6Maugham, The Hero, p. 65.
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in most of the novels identified as naturalistic that I

have analyzed. In purely biologlcal terms, the most it
character is Clem Peckofer, and she certainly impresseé no
reader as the desired norm; but Glssing's confusion of values
makes this an unfair testf Lewis Seymdur;and Esther Waters
survive, but in both casés the price of survival is so high
that the characters seem a pattern for}the unfit rather

than the fit. Liza seems faf‘stronger and more worﬁhy of
survival than any other character or than Vére Street itself,
but she falls to survive. Bertha Craddock survives as a dis-
11lusioned woman, but she hardly sgéms to furnish a norm of
values with which to test impersonal-naﬁure, Ironically
James Parsons, the hero of The Herp, the man free enough to
reject all that is o0ld and recognizé the péttern of survival
of the Fittest, commits suicide; the implications of this
action for the theme of the novel are obscdre; but one way

of interpreting it is to.sée the 0ld values and the charac-
ters who adhere to them as the fittest. They are certainly

the survivo_rs.7 Only in A Mummer's Wife, with 1ts form con-

trolled by a strict focus on contrasting environments, does
it become clgar that Dick Lennox has found a'route to sur-
vival that 1s impossible for Kate, who has lost her fitness

by abandoning her natural environment.

7‘I‘he Hero is eilther intended as a sétire on natural-
ism or else 1g the most pointless novel in the early
naturalistic tradition. -
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The reason for the relative absence of the idea of
the survival of the fittest and the corollary implication
from the hypothesis of natural selection, determinism, is
not solely due to the lack of cbnviction on the part of
the writers. The problem, as Walcutt and others have pointed
out, 1s a technical one of finding a device through which
the mechanics of survival and determinism can be presented.
The economic factor_seemed most usable with the suﬁject of
the lower class ﬁorld, but both Gissing and Moore found it
too imprecise to be useful as a determinant of actilons.
Starvation was hard to make probable, and even without
money, & character still had many possible choices of action.
Even Zola could not make heredity a very convincing force,
and Moore and Gissing'had neither as much scientific knowl-
edge nor talent, and Maugham, as a doctor, knew better than
to attempt to use 1t. This left only social and moral
forces, and although all three writers achieved some success
in making»these forces seem real and in making them seem to
affect the lives of their characters, a close reading of any
of these novels, with the possible exception 6f A Mummer's
Wife, will allow the reader to detect an uncertainty about
values which contribute to survival and, without exception,
decisions by characters in no way determined by outside
forces. It is significant that, desplite the examples of

Zola and Hardy, none of these writers presented the forces
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of nature, other than human nature, as the opponent for their
characters. One of the chsracteristics of early English
naturalism is its complex social setting--mostly urban, but
even when rural, highly civilized-~with the exclusion of any
kind of natural primitivism in the setting.

. Of these major points underlying their criticism of
current English morality; a criticism»presented by meang of
moral shock, the reJection of 0ld sexual taboos in favor of
a new definition of love»in terms of_passion and procreation
is the only positive velne;l These novelists rejected the
morality symbolized by the Ten Commandments but offered
little in its place. They probably believed in the natural
values which lead to survival, but they could seldom decide
what these values were-andkcould,not_find.any way of inte- |
grating those few theysdid4perceiveiintoyfiction, just as
they could find no way of fictionally demonstrating deter-
minism, a doctrine they all believed:in at one time or an-
other, Although the work of all three men sometimes has the
effect of economic and social protest, except for Glssing's
earlier work, there 1is no attvempt to'suégest.solutions for
these problems. In fact, again with the exception of Giss-
ing, it is doubtful if they were seriously interested in the
conditions of the lower classes except as a source of fic-
tional material. The purpose of Moore and Maugham, other
than aesthetic, was moral protest, vaguely defined though it

Was.
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The three English writers who have been called early
naturalists shared a general common purpose. They were in-
tergsted in communicating reélityQ—truth—-in the form of the
novel, Although each wds capable, in the heat of creating
propaganda - to defend,hisipérticglar method of searching for
truth, of echoing 201A}sf533eftibn thét the only valid cri-
ticism of a naturélistic hovelvemergés from a compariéon of
the nOvel’with'ﬁhe.reality itﬂimitatéd;“they asserted, in
their more seribus.theéreticai:wfiting,'that»their purpose
was artistic--not purely imiﬁative, Their primary purpose,
therefore, was to érahsmute.reaiityvinto art so that the
novel simultaneousiy‘reflected'thé reélity,and,the art.

‘To aéhié?e this;pufpbse and. to break away from the
patterns of théirvpfedeCessbrs they‘adoéﬁed‘and‘developed a.
series of techniﬁues és well as éeleéted'a new subject matter,
Most of these-techniques serVed:as meané tb‘give_the reader
the effect of authoriél obJeetiViby. Gissing; both unsure of
his values and his techniques, failéd tovgchie?e.this’effect
of impartiality which seems central to some of the work of

Moore, whose A Mummer's Wife is the nearest thing to an ex-

perimental novél,'as described by Zoia, that England produced
during this period. Maugham, at the end of the period, sacri-
ficed objectivity in the opposite way from Gissing; rather
than showing sympathy‘with one set of chéraoters, he rejected

impartiality by & cynical contempt for hls charagters, trans-
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forming them from figures whom the reader can take seriously
to satirical caricatures, But Maugham's weakness does not
totally obscure his effect of moral sensationalism, nor does

it cause Liza of Lambeth to fall through confusion of theme

as does much of the work of GiSsing.--The contrasting flaws

of Gissing and Maugham 111ustrate the closeness of .naturalism
to two other prose~fiction forms. - On the one hand, there is
critical or social realism, in which the reflection of reality
is placed within a traditional moral framework on the other
hand is satire, in‘which reality is-often sacrificed to gain
both hunor and the satirist's vision of the truth. These two
traditions share'many'of'the'characteristics.isoiated in the

. naturalistic novels studied so far' iower class subject mat-
ter (Gaskell, Reade, Dickens), panoramic structure organized

around comparisons and contrasts (War and Peace, Conrad's

Nostromo), 1ncongruity of characterization (almost all serious
fiction after 1880), and obJectivityr(James,'Conrad, and Ford).
Only the technique of moral sensationalism based upon natural

values seems to be distinctive of naturalism.



CHAPTER IV

HAMLIN GARLAND: = CONFLICTING.PURPOSES
_ AND THE AMERICAN TRADITION -

Gissing'began-his writing career,'because“of his re-'
action to the unpleasant experiences forced upon him, as an
idealist exposing the weaknesses of society Despite his
change of literary theory and social ideals, almost all of
his novels- illustrate his struggle between the novel as

‘didactic protest against the failure of English goclety to

attain its ideal aims and the novel asvobJective-presentation

of truth, Both Moore, in A Drama in Muslin, and Maugham, in

The Hero, indulge in soclal protest None of these works fit
very neatly into the naturalistic tradition, but these writ-
ers as well as Zola 11lustrate the overlapping of didactic
practice and naturalistic theory. Zola, Gissing, Moore, and
Maugham were_conseious of the failure of their cultures to
achleve the mythio ideal conceived by the people of these

cultures,_‘hlthough La Terre centers on and A Drama in Muslin

touches upon the pastoral element of the dream, most of the
European and English works took urban or tightly structured
socleties as thelr subjects. One of the major differences

between the United States and England or France was a differ-

191 -
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ence in national ideals: the Amerioan dream was Jeffersonian
agrarian individualism. It Was natural, therefore, that,
under the pressure of the mass of dream-shattering ideas
which flooded western civilization in the last half of the
Nineteenth Century, in the UnitEd States the. first fictional
expressions of disillusionment should be ooncerned with ruralv
life, The laboratory in which the agrarian dream was tested
and found wanting from- 1870 to 1900 was the Middle West. As
Grant C. Khight asserts, perhapsvunderestimating the power of
foreign influences, the recognition of the conflict between
the dream and reality led writers to present the reality,
thus creating an.indigenous realistic tradition in America,l
The works of Edward Eggleston, E. V. sowe, and_ Joseph Kirk-
land had, by 1890, established'a_tentative traditionvfor the
realistic treatment of the a'gra,ri‘_an society of the Middle
West. Their contribution was‘almost.wnolly in terms‘of new
subject matter, not techniques, but 1imitedvthough their con-
tribution was, it was enough to inspire a more oonscions art-
1st, the young Hamlin Garland. | N
Hamlin Garland has proved more'difficult for histori-
ans to classify than any minor figure hasAa”right to be. He
seems better than the local colorists nith whom he associated

himself. He seems different from Howells whom he admired.

lgrant C. Knight, The Critical Period in American
Literature (Chapel Hill: Upiversity of North Carolina Press,
1951), Chap. II, passim, '
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T s e e T

Identified as the first of the American naturalists because
of his evolutionary ideals, his sometimes apparent pessimism,

and his use of sex as a motivation, he rejected this tradi-

tion in Crumbling Idols (1894). Among the critics, the major

questions are the extent of»his failure as an artist and the

E causes for this failure, The difficulties spring from Gar-

land's theoreti§a1 incoﬁsistency--orvperhaps progress--~
between 1884 and 189k and the variations in the value and
purposes of his'cfeéti&e work during this same period, These
elements can only'bé'explainéd by examining a combination of
personal and histoﬁica; causes. | |
Born'in>1860 to a féhiiy‘of-farmers, Garland's youth
was spent in a combination of farm labor and intellectual
aspiration, Like Géorge Gissing,‘his‘choice of subject mat-
ter as a writer Was,not so much dependent upon literary tra-
dition as upbn §ainfulvpersona1‘experiehce.‘ When Garland
abandoned the life of a homesteader in Dakota to seek his
fortune in the cultural center of Boston in 1884, he was not
a disillusioned young man. It was only affer his Boston edu-
cation, consisting of the reading of Charles Darwin, Herbert
Spencer, Henry George, Ibsen, Veron (he had read Taine before
leaving‘for the East), and most of the famous artists and
thinkers of the Nineteenth Century, that he was able to com-
pare the ideal and the real during his various trips back to

Dakota beginning in 1887. The impact of his studies is obvious
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in passages like this, dated May 15, 1885:

Spencer's Studies in Soclology I have just read. It
is a work preparatory to the great work upon which
he is now at work. The thought most prominent in
my mind as I lay down the book 1is how he riddles our
petty ideas of soclety and the state. In his state-
ment of the blases toward a one-sided view of the
world he .lays open the whole hidden machinery which
moves us like puppets upon a wire. -How ridiculous
we will look to men a century hence with the hypothe-
sis of evolution already grandly stated, yet men
cling to the follies and nonsense of special dis-
pensation and a carpenter God.2

Later in A Son of the Middle Border, he described

this period:

I became an evolutionist in thé fullest sense, ac-
cepting Spencer as the greatest living thinker,
Fiske and Galton and Allen were merely assistants
to the Master Mind whose generalizations included
in their circles all modern discovery.3

These were growing days' I had moments of
tremendous expansion, hours when my mind went out.
over the earth like a freed eagle, hut these flights
were always succeeded by fits of depression as I .
realized my weakness and my poverty. Nevertheless
I persisted in my studies,

Under the influence of Spencer I traced a
parallel development of the arts and found a meas-
ure of sclentific peace, Under the inspiration of
Whitman I pondered the significance of democracy
and caught some part of its spiritual import. With
Henry George as gulde, I discovered the maln cause
of poverty and suffering in the world, and so in
my little room, living on forty cents a day, I was

2Lars Ahnebrink, The Beginnings of Naturallsm in
American Fiction: A Study of the Works of" Hamlin Garland,
Stephen Crane, and Frank Norris with Special Reference to-
Some European Influences, 1891-1903 (New York: Russell
and Russell, Inc., 196l1), p. 66bn.

3Hamlin Garland, A Son of the Middle Border (New
York: The Macmillan Co,, 19%6), p. 324,
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in a'sense profoundly happy.)'l

He summed up his new attitude:

My study of Spencer, Whitman, and other of the

great leaders of the world, my years of absorbed

reading in the library, my days of loneliness

and hunger in the city had swept me into a far bleak

land of philosophic doubt where even the most dar-

ing of my classmates would hesitate to follow me.5
From these passages, the reasons for historians' uneasiness
with Garland can be traced to Garland's confusion as he was
about to become a writer of fiction. Spencer, Whitman,
George~-here indeed is proof of Knight and Walcutt's con-
tention of philosophic confuslion on the part of Garland dur-
ing this period. Spencer and Whitman, although superficially
at opposite ends of the materialist-transcendentalist argu-
ment, are reconcilable through their shared belief in lnevi-
table progress. Despite his occasional arrival at "the far
bleak land of philosophic doubt," it is important to note
that Garland belonged to the groﬁp of optimistic evolutionists,

But reconciling Spencerian laissez faire with Henry George's

single tax was as difficult as reconciling objective truth
and the advpcation of economic reform in the novel. -Thus -
present in his intellectual ideals before he had created a

single pilece of fiction was one of the central confllcts which

ulbid., p. 331.

A ——

5Ib1d., p. 357. A study of this question has been
made by Donald Pizer, "Herbert Spencer and the Genesis of
Garland's Critical System," Tulane Studies in English, VII
(1957), 153-168.
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kept greatnesé from Garland's grasp.

The close link between Garland's personal responses
and his intellectual beliefs can be l1llustrated by Garland's
reversal of his opinion of Howells in 1887. 1In an undated
manuseript (Ahnebrink présents evidence for a date of:
1885-86) on "The Modern Novel in Germany and America," Gar-
land finds Howells inadequate when compared to German novel-
ists. »

How many fill the measurement of being of value?
Does Howells, James, Crawford, Fawcett, Julian
Hawthorne? Do any of these men touch the deeper
life of this natiori? Do they portray the inner
causes which move thils age? Let us be just but

let us also attempt to get at some prigciple apart .
from patriotic pride in "our" writers.

In an unpublished notebook dated 1886,'Gar1and is unwilling
to include Howells and James in the realistic tradition:

There 1s a great cry of Realism among cer-
tain classes of men today which involves a very great
mistake . . . Realism as advocated /by Spielhagen/
means a study of the manners and customs of the
present age and as such has a very great meaning
but as carried out by the writers sbove-mentioned
/Howells and Henry James/ is an absurd characteriza-
Tion of very weak work.” Those men chronicle con-
ventional trifles mainly. They no more give a
real idea of this 1life of ours than a palnter gives
an ldea of the landscape by painting the grasses
with painstaking care., Thelr realism is of such
character that to understand this age through their
works would require as much reading and generaliza-
tion as to judge of the present without any aid.
They generalize nothing. They represent conven-
tional péersonages not types. They study no great
psychological movement . . . They seem to know

® hnebrink, p. 45,
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passion only when it 1is conventional, or clothed
in conventional forms.7
Upon meeting Howells in 1887, Garland reversed his opinion,
finding thaf Howells accomplished all of the ideals Garland
held for fiction. By the time of Crumbling Idols, Garland

echoed the theorles of Howells as expressed in Criticism and

Fiction, praised Howells' work, and had taken up "patrictic
pride" as a criterion for his judgment of writers., Garland
had studied Emeréon sufficiently to avoid allowing a fooelish
consistency to be his hobgoblin.

Already an admirer of local color writers, hopeful
that they held the key to a truly American literature, Garland
was sti1ll unsure of his literary theorles or talents in 1887,
He was writing verse and descriptive sketches of western life,
but as he explained to Joseph Kirkland, he was unwilling to
attempt fiction because of his inability to write dialogue.8
In May, Garland had reviewed Kirkland's Zury: "To say that
Joseph Kirkland has written the most realistic novel of Ameri-
can interior life is to state fhe simple fact, It is as na-
tive to Illinois as Tolstol's 'Anna Karenina! or Tourgenieff's
'Fathers and Sons' are to Russia.“9 A meeting with Kirkland

later in the year and Garland's ensuing disillusionment with

Tquoted Ibid., pp. 138-139.

8 5ean Holloway, Hamlin Garland: A Biography (Austin:
Unlversity of Texas Press, 1960), p. 20.

9quoted Ibid.
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the life of the people of the West combined to turn himuinto
a writer of fietion.

In A Son of the Middle Border, Garland described the

new perspective he had gained of the West through his stay
in Boston and through his reading. The Middle Border of
1887 was not much different from what it had been in 1884,
but the mind of Garland was greatly'changed.

Something deep and resonant vibrated within
my brain as I looked out upon this monotonous com-
monplace landscape. I realized for the first time
that the east had surfeited me with picturesqueness.
It appeared that I had been living for six years
amidst painted, neatly arranged pasteboard scenery,
Now suddenly I dropped to the level of nature un-
adorned, down to the ugly unkempt lanes I knew so
well, back to the pungent realities of the stream-
less plain. '

Furthermore I acknowledged a certain respon-
sibility for the conditions of the settlers. I felt
related to them, an important part of them. Once
fairly among the fields of northern Illinois every-
thing became so homely, uttered itself so piercingly
to me that nothing less than song could express my
sense of Jog, of power, This was my country--these
my people,1

But Jjoy and power soon gave way to outrage upon reaching Da-

kota.

All the gilding of farm life melted away.
The hard and bitter realities came back upon me in
a flood. Nature was as beautiful as ever. The
soaring sky was filled with shining clouds, the
tinkle of the bobolink's fairy bells arose from
the meadow, a mystic sheen was on the odorous grass
and waving ‘grain, but no splendor of cloud, no
grace of sunset could conceal the poverty of these
people, on the contrary they brought out, with a

loGarland, p. 355.
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more intolerable poignancy, the gracelessness of
these homes, and the sordid quality of the mechanl-
cal routine of thege lives,

I perceived beautiful youth becomlng bowed
and bent, I saw lovely girlhood wasting away into
thin and hopeless age. Some of the women I had
known had withered into querulous and complaining
spinsterhood, and I heard ambitious youth cursing
the bondage of the farm. "Of such pain and futility
are the lives of the avera%e man and woman of both
clty and country composedf I acknowledged to my-
self with savage candor, "Why lie about 1t?"

In those few days, I percelved life without
its glamor., I no longer looked upon these toiling
womén with the thoughtless eyes of youth, I saw no
humor in the bent forms and graying hair of the
men, I began to understand that my own mother had
trod a similar slavish round, with never & full day
of lelsure, with scarcely an hour of escape from
the tugging hands of chiliren, and the need of mend-
ing and washing clothes. I recalled her as she
passed from the churn to the stove, from the stove
to the bedchamber back to the kiltchen, day after day,
year after year, rlsing at daylight or before and
going to bed only after the evening dishes were
washed and the stockings and clothing mended for
the night.

The essentlal tragedy and hopelessness of
most human life under the condltions into which our
i soclety was swiftly hardening embittered me, called
& for expression, but even then I did not know I had
4 found my theme. I had no igtention at the moment

of putting it into fiction. 1

Out of outrage at the human suffering caused by economic con-
ditions Garland had found his theme, and now it was only a
question 6f finding a vehicle adequate to the presenﬁatidn

of the theme“and a publisher willing to print 1it.

I think Joseph Kirkland especially and the local

color writers in general have been underestimated as influ-

11p14., pp. 365-366.
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ences on Garland,12 primarily because Garland's career 1s too

often thought to consist of his short storles while hils novels
are ignored. Kirkland not only encouraged him to write fic-
tion, but also hls work served as a model for the subject mat-
ter of middle western farm life and:offered techniques with
which to present that life. After all, with Garland's
Americanism and abhorrence of literary masters, there was
practically nowhere else to turn for guldance, That Kirk-
land's conceptions sefved as a gulde for the early Garland

can be seen in his letter to Garland concerning Garland's -
first attempt at a novel, |

Your observation of farm life so far toward
the frontler must be very valuable. .The next thing
1s to be "bold, vigorous, and faithful" (as they
used to say in bestowing the accolade of knighthood)
o write 1t in truth and sentimental perception. I
do not like your title "Boomtown. A Social Study":
Our fiction.is a social study, but we must conceal
the study part, You might as well call it an essay,
and so damn it at once. And if, as I fear, your
study of the subject is perceptible in your treat-
ment of 1t, you must write it all over again to
eliminate self and make your characters seem to
act and talk with perfect spontaneity. The "art
to conceal art" is the one indispensable thing in .
realism. Of course you have to throw light on your
theme, but you must fool the reader with the idea

12pos instance, Clyde E. Hensen in "Joseph Kirk-
land's Influerice on Hamlin Garland," American Literature,
XXIII (Januvary, 1952), 458-U463, concludes that Kirkiand
probably aided Garland in achieving objectivity in some
of the short stories. Only Donald Pizer in Hamlin Gar-
land's Early Work and Career (Berkeley: University of
California Press, 1000) notes this important influence
in Chapters II-IV, passim.
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that the light shines from within it, outward.13
Here, rather weakly, 1s a plea for objectivity, a warning to
Garland against his habitual wealmess of didacticism. Theory
is all very well, but for the writer it usually comes after
the artistic accomplishment, as in Kirkland's case, and 1is
of very little use to the artistic follower unless it has
been put into practice. What did Zury: The Meanest Man in

Spring County (1887), universally acknowledged as the most

realistic of the midwestern local color novels, have to offer
the young Garland as he attempted to becdme a novelist?

The story of Usury Prouder's climb to riches and,
finally, happiness after his third marriage to Anne Sparrow
offers an intensive study of rural Illinois during the period
between approximately 1820 and 1850. Opening with the arrival
of the Penngylvania Prouders in Illinois and their settling

of four sections of virgin land, A Novel of Western Life

focuses on the career of Zury, the talented, hard-working
son. The subject is stated early: "So sets out a traveler
magnificgntly equipped with natural gifts. Let us see how

clrcumstances favor; or dwarf, or distort their growth."l4

In basic_strugtqre, the novel differs little from the Horatilo

Alger story, moving from Zury's penniless insecurity through

13Quoted in Holloway, p. 29.

1l"Joseph Kirkland, Zury: The Meanest Man in Spring
County: A Novel of Western Life (Boston: Houghton MIfflin
& Co., 1667), p. 16, Italilcs mine.
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hié amassing ofvmoney by shrewdness, luck, and penuriouéness,
to his triumph as state legislator, happy father, owner of the
laréest and finest house in the .county. However, this simple
pattern is varied, in the interest of both plot and realistic -
study of the environment, by devoting well over half the novel
to the view and trials of Anne Sparrow, an educated, free-
thinking young woman brought from Boston to teach in the
local school, Kirkland found 1t necesséfy to present the
environment from two points of view (not in the technical -
sense of the term; the technical point of view 1s that of
omniscient author) because Zury viewed his environment as
natural and useful; to Anne Sparrow, however, rural Illinois
and its peoplé appear unromantically ugly and uncouth, the
reality which Kirkland waﬁted to stress. |

Kirkland communicated the reality of 1ife on the
frontier through a variety of techniques. One of the least
effective is the use of dialect dependent almost totally
upon cacography. More important is his description of the-
1life of the people in such a way that i1t forms an obvious
contrast to idealized pastoral patterns. The minor charac-
ters are wopk-hgrdened illiterates whbse highest aspiratiqn
1s getting theAmortgage paid. Most of them are good people,
but they are all very limited., And finally there is fhe in-
clusion of fact for fact's sake in which descriptions are pre-

sented to attract the interest of the curious. Thus fence-
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bullding, school teaching, hog-raising, corn gathering, etec.,
recelve extended descriptions, as much because they will
gserve as Interesting curiosities as because they increase
the realistic effect,ld

But Zury 1s intended as the central exhibit of

, realism--the hard-working hero achievihg the mythical dream

of getting rich. The passage quoted above indicates that at
least part of Kirklénd's plan was to show environment as the
controlling "circumstance" in forming Zury into the most
miserly man in Spring_County, But this effect 1s never quite
achieved. Zury ﬁants bower; money 1s power, and Zury wills
to get it and does, As all of his admiring neighbors agree,
Zury has the same motives they have--only he 1s a shrewder
trader and a better handler of money. Butva qiser for a hero
was a majqr stép toward realism in 1887. 2Zury is also the
most unromantic lover in American fiction uﬁ to this time,
His first tﬁb»wives he marries for their land; his proposals
are as brief and to the point as the negotiations for the sale
of a hog. But these disqualifications for the traditional
hero are ultimately superficial; underneath them is the all-

competent, almost omnipotent man, fully qualifying for the;

15mhe ambiguous sensatlonalism of what happened be-
tween Zury and- Anne in a cave where they were trapped for -
one night by a forest fire is a kind of unrealistic gimmick
more appropriate to the detective story, not any progress
toward freedom in the treatment of sexual relations. It in-
creased sales by titillating suspicious moral sensibilities,
thus accomplishing its aim.
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reader's as well as his neighbors' admiration and addlation.
One of the difficulties of the novel is that the real-
ism functions in one of two ways: as esoterically interesting
in itself or as comedy. Thus Zury's miserliness and his treat-
ment of hisAwivés are handled in a comic tone so that he re-
mains a hero. Kirkland created irony through failure to ful-
fill the reader's romantic expectations, but the irony is
always comlic rather than serious. Typical of this effect, as
well as Indicative of how 1little Kirkland has succeeded in his
goal to "eliminate éelf," is the passage on Anne's marriage
of convenience to the witless and worthless John McVey:
A wedding and a bridal trip. What an oppor-
tunity for the romancer! How easy to enchain all
readers, of any age, sex, color, or previous condi-
tion of gervitude! No need to be graphic, witty,
plcturesque in order to be interesting, the mere
theme does it all. No need to condense; the more
diffuse, minute, circumstantial, familiar, and con-
fidentigl, the better, with such events to tell
about !
There follows a ten-hour Journey to Springville and a. vow
between bride and groom to be aunf and uncle to each other,
The conscious breaking of the romantic pattern is obvious,
but the effect 1s one of comic unimportance, a feeling that
this anti-romanticism is just as contrived, and finally un-
real, as the romantic pattern. In other words, Kirkland had

no confidence in his realistic urge; realism had to be“dressed

up with specific humorous effects and interesting facts in

16Kirkland, p. 303.
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order to have any value,

That Kirkland's realism is not the soclal or moral
realism of Howells or James 18 proved by the plot which forms
the center for the mass of descriptive, illustrative, and
humorous material, It is obvious almost from the first that
Zury and Anne are destined for each other, but a series of
complications, such as wives, husband, children, keep them
apart, Finally, Zury gives up miserliness to win Anne and
happiness., 2Zury becomes the kind helper of his neighbors
under the guise of helping them pay off their mortgages, all
of which he holds. The inherent theme might be stated in
this way: after you have accumulated your riches, become
beneficent and be happy. The ending is as implausible and
sentimental as that of any novel by F. Marion Crawford,

Here then was a work admired by Garland. Essentiaily
a traditional romantic plot with realistic trappings, a novel
with no more serious effect on thé reader than that of the
historical rqmances of the day, the book offered very little
in terms Qf technique that was useful to the realist, ana
yet, due to the limitatlons Garland imposed upon himself, it
was essentially the only model avallable to him. He had found
on his trip West a serious purpose, his theme of economic
protest, and a literary model and mentor; his subsequent
struggle as a serious novelist was an attempt to fuse these

elements, and his lack of success reflects not so much on the
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limited talent of Garland as upon the inadequacy of his model.
Equipped with the ideals of freedom gained from Eugene
Veron and Posnett17 and Talne's idea of the close relation be-
tween literature and environment, Garland attempted his first
piece of fiction, "The Rise of Boomtown." In "!To the Readers'"
Garland's aims and artistic confuslon are appareht:
This is not a novel, neither 1s it a his-
tory. Its descriptions can be relied upon, for I
have aimed to be true to the scene and people.
It is an attempt at recording some little portion
of a unlique soclal movement--the modern railway
gsettlement of the vast prairie west. There are
problems suggested that are worthy attentive thought
and yet I hope there is human interest enough to
make the book readable, that the interest of fic-
tion may make the fact lighter and the fact lend

dignity to the fiction. Ahem! As the Major said 1
"Tell it as it 1s, Seagraves, and 1t'll be read,"18

Visible are two errors: first, the 1dea, hinted at in Kirk-
land's letter, of a study sugar-coated with the interest of
fiction; second, the Major's bellef in fact, reflecting Gar-
land's uncritical faith in truth as a solution to the prob-
lems of American literature, not only is proved wroné by the
fact that the wbrk was not published but also pointslto the
wofk's central weakness. The genre of the work 1s history
based upon Garland's experiences as a homesteader around

Ordway, Dakota, in the early 1880's. The first person narra-

17Ahnebrink, Pp. 139- 140, and Pizer, "Spencer and
ugrland's Critical System," Tulane Studies in English, 161-
163

18Kamlin Garland, "The Rise.of Boombown," ed. .Donald
Pizer, South Dakota Report and Historical Collections,
XXVIII (1956), 385-352,
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tor, Seagraves, 1s autobiographical, and at least two of the
characters are representations of resldents of Ordway.19 The
action consists of the growth of the town, interspersed with
typical scenes of the life of the people. In reacting against
the traditional plotted novel, Garland has réplaced plot in-
terest with sociological and historical interest. It is in-
teresting to note that in removing plot he also removed all
novelistic elements., Although he has not written a no?el, he
has also not written a propagandistic tract as might be ex-
pected after his disillusioning trip West., Life 1s not pilc-
tured as pleasant, but there 1s a nostalgic tone. The land
boomers are not yet villains; the railroad management 1is
simply a distant, impersonal force, This reportorlal effect
springs, perhaps, from Kirkland's urging for a lightening of
the study element but, more importantly, from a mixture of
the knowledge of hardships and a simultaneous admiration for
land and people. Garland simply set out to give the facts in
an interestiné form., I suppose the work still has an interest
for those concerned with the facts of South Dakota history.
The work fails because Garland had not yet mastered a fic-
tional tradition which he could use.

. The materlal used in this early work was not wasted,

Much of 1t appears to better purpose in later novels and short

19pizer, Ibid., 362.
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stories., The conflict which characterizes Garland's early
work--his ;nsecurity as to the purpose of literature--is
1llustrated by "Rise of Boomtown. Part Second." "In the
late fall of 1887 Garland became‘active in the Henry George
single-tax crusade . . . . /and produced a wWorky which is 8o
infused with single-tax doctrine it is a tréct.”ao ‘Truth or
soclal reform--Spencer'br George--was thé intellectual di-
lemma. There could be no solution--ét least none in fic-
tional terms--until Garland found some fictional form in
which to work.' |

Although it 1s dangerous~to attempt,to reconstruct
Garland's aims of the late 80's by means of the essays‘pub-
lished in 180k, his ideas expressed in "Local Color and Art"
and "The Local Novel" seem to be developments of ideas ex-
pregsed in the early lectures and a reflection of his continu-
ing admiration for Kirkland and the other local color writers.
"Local color--what is it? It means that the writer spontane-
ously reflects the life which goes on around him, It is
natural and unstrained art."®> "Local color in a novel means
that 1t has such quality of texture and back-ground that it

could not have been written in any other place or byianyone

201b1d., 347.

21Hamlin Garland, Crumbling Idols: Twelve Essays on
Art and Literature (Gainesville: Scholars Facsimlles and
Reprints, 1952), p. 62.
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else than a na’cive."22

The stress 1s upon truth, change, thei
avoldance of the piéturesque. And finally, "The 1ndiv1dua11tyA
of the artist 1s_the saving grace of art; and'landscape paint-
ing will not be fantastic so long as men study nature. It
will never be mere reproduction so-long as the artist repre-
sents it as he sees it, The fact will correct the fantasy.
The artist will color the fact."®3 Although this quotation
Includes the stress upon temperément of the artist, advocated
by Zola among others, an understanding of the complexity of
the relationship between fiction and fact has not progressed
much since the foreward to "Rise of Boomtown." These ideals

furnish little insight into techniques, but they are the ideas

underlying Garland's best single work, Main-Travelled Roads

(1891), written between 1888 and 1891, and his first published
novels.,

Although my concern is with the novel and not the
short story, the violent public'and critical reaction to the

six stories of Main-Travelled Roads (1891) is one of the facts

which has caused Garland to be linked with naturalism, and
therefore, these storles should exhibit some traits which the
earlier local colorists do not exhibit. In one of Howells'
statements about_the book, he notes the effect of the stories,

an effect not achieved by earlier American writers: "The fype

%2Tpid., p. 64 Author's italics omitted.

231p1d., p. 76.
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caught in Mr. Garland's book is not pretty; it 1s ugly and
often ridiculous, but it is heart-breaking in its rude de-
spair."24 One of the qualities contributing to this effect
is Garland's achievement of his a;m of communicating "quality
of texture and background"--he has made environment not only
& background but also shown it 1in relation to the actions of
the characters. These stories cannot be called environmental
'studies--either singly or in cumulative effect--in the sense
that Zolgfwgoqpe, Maugham, or Gissing created such studies
because they lack the necessary breadth. Yet the environ-
ment and its effects upon single charactefs 1s made both
.real and functional by means of description and by means of
statements like the following, spoken by Grant Mclane in "Up
the Coule":

"More than that, farmin' ain't so free a life as it

used to be, This cattle-ralsin' and butter-makin'

makes a nigger of a man. Binds him right down fo

the grindstone and he gets nothin' out of it--

that's what rubs it in. He simply wallers around

in the ménure for somebody else. I'd like to know

what a man's 1life is worth who lives as we do?

~ How mu¢h higher is it than the lives the niggers
used to live?"

‘ "A*man 1ike me is helpless,“ Grant was say-
ing. "Just like a fly in a pan of molasses. Thére
ain't any escape for him. The more he tearg around
the more~11ab1e he 1s to rip his legs off. i

uQuoted in Knight, p. u9

25Hamlin Garland Main-Travelled Roads: ’Six Missis—
sippi Valley Stories (Boston. Arena Publishing Co., 1891),
pp. 120-127, s
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Although the beautiful and kindly aspects of the Middle Bor-
der are included--the many descriptions of the productive
land, the helpful Councils in "Under the Lion's Paw,"‘the
camaraderie of the harvesters in "A Branch Road," and the
vitality of Old Widow Gray and her family in "The Return of
a Private --the combination of realistic description and the
break w;th the_oonvention of the happy ending contributes a

new force to. the stories.

;,1 - . R S
A Although Garland is consistently praised for the vi-

» tality of his»characterization in these stories, Howells was
5 right in seeing the characters as tyoes. Although I do not
( agree with Walcutt's severity with "Under the Lion's Paw,"

; he 1is correct in seelng the characters as "very good or.very

bad people,"®0

Most of Garland's characters in these stories
fall into the category of very good people. In Will ﬁahhan
of "A Brahoh“Road" and in Howard McLane of "Up the Coule"
there 1s an attempt to pass beyond black and white into the

gray of a oomplex character, but in the first case Will Hannan

1s simply the very good man who happens to be afflicted:with
Jealous pr}@e{”and in the second Howard is simply the'good man
who has been carelessly selfish. The fact that the two ‘
characters who do have gsome complexity occur in the novelettes
rather than the four short storles probably proves more about

the limitations inherent in short flction than any basic atti-

ya1cutt, p. 57.
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tude towéyd“cpgpacterization which Garland held.

By abandoning the first person narrator of "The Rise
of Boomtowg,ﬂ Garland did achieve greater objectivity. But
as I have already noted, impartiallity toward characters and
incongpu;ty”of charabterization are clogely linked. Garland's
care in directing the reader's attention toward the sympathet-
ic charactergmand his concern with types rather than'éééplex
individuals are illustrated by his treatment of Smith in
"The Retqrn:ofhg‘Private": "Sombre, pafhetié figure! His .
wide, roupd{‘gray eyes gazing down into the beautiful valley,
seeing and not seeing, the splendid cloud - shadows sweeping

over the western hills and across the green and yellow wheat
far pelow."2! "In the dusk of that far-off valley his figure
looms vast, his personal peculiarities fade away, he rises

into a magnificent type."?s

Although not impartial toward
his characters, Garland's restraint from generalization and
his creation of characters which the reader recognizes as real
enough to have value save him from the sentimentality commoh
to many of tyg contemporary writers of romances, |

7 As ?ﬁyiér”has noted, "Description and‘exemp;;fica;
tion . . . ave the common fictional methods of Garland. Mind-

ful of Howells'scounsel to exemplify and not to breach; he was

27G§g}gnd£«Main-Travelled Roads, pp. 196-197.

‘"“28Ib1d;;’pp.'215-216. That Garland was conscious of
the ideal of objectivity is shown by his omission of this and
other passages of generalization from the edition of 1899,
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almost over-careful in avoiding the explicit statement of
any economic views, particularly his own."??  and yet Wal-
cutt states, "There 1s a quallty of reproach and indignation

n30 By making his char-

in every line /of the early stories/.
actéfs sympatpetic and his férm environment real and then
showing the effect of the environment on the characters in
terms of_broken_bodies and frustrated émbitions, Garland
presented hiéltheme of economic protest. Only in "The Re-
turn of a Private" with "They are fighting a hopeless battle
and must fight £111 God gives them f‘urlough“3l did ne close
with a moral, His points are clarified by making his pro-
test implicit; thls fact makes these better stories than
they would be otherw{se. But Garland had no ideal of art
for art's sake at this time. His themes were all social and
economic;-greater freedom for women, the need for cultural
values in the West, and above all, the need for economic re-
form, AThélqontinued power of these stories depends upon the

concreteness with which he presented his themes.

All in all Main—Travelled Roads was not a very revo-

1utionary book in terms of technique. It brought to.fruition

Eggleton's attempt to show the relationship of envirénment‘

’ 29Wa1ﬁer Fuller Taylor, The Economic Novel in "
America (Chapél Hill: University of North Carolina Press,’

19427, p. 162 o
30Walcutt, p. 55

31Garland Main-Travelled Roads, p. 216. This was
.also omitted in 1899
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and character. Garland's scenic rather than narrative develop-
ment helpéd_to give the American short story a new direction.
His abanqppment of the happy ending, creating the effect of
déspair thgﬁ'ﬁowells noted, was an advance. And in terms of
Garland, the storles proved that he had developed a form for
himself which was far superior to elther his earlier'sketehes
or his fiﬁat attempt at a novel; it is the form he achiéved
in his short fiction upon which his continuing fame rests.

In addition to the creationuof the stories pubiishéd

as Main-Tpgvel;ed Roads, Garland met two sets of friends in

1889-90, meetings wﬂich were crucial in terms of his literary
production_for the next several'years, The filrst of these
meetings was with a young actor-playwright James A, Herhe'and
his acfress:w;fe Katharine. This meeting led to a close and
fruitful'fﬁ;ehdship. Garland, who was already an admirer of
Ibsen, Qrgeg Herne to be more tfuthful in his plays, and
Herne inyrngcgd Garland to the technical problems of the
drama, yhu§“§grthering Garland's understanding of Ibsen.
Urged by Herne, Garland was soon attempting to write plays;
two of whic@_wgyg later turned into.novels. 1In 1890; ﬁaylénd
met_}?_af O.“E;gye;,“phe editor of the radical mégaz;ne{”gggA_
Arena, Flower's magazine was fighting for all that was new
and”ggg;gggla}}_ypqt was old. Interested in-ért;qlggg_f;p;
tiqni.Qggwg,_pgg?yy_thgt expressed protest,‘Flowgrhechqraged

the already insecure Garland to infuse protest in all his
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writing.“_It was Flower who commissioned and published serial-

1y Garland's next novel (really his first), A Spoil ofAOfficé.
It seems to me that both Herne's encouraging him to write
dramas gnd_Elpwer's leading him toward propaganda are two
branch roads"ﬁpich should have been avoided by Garland, al-
though his‘sfudy of dramatic practice with Herne was ulti-
mately gggfq}“;g his fictlon and the money gained from
Flower was immediately useful.

glgwep_pgblished two of the stories and finally the

volume MaiﬁfTravelled Roads as well as articles by Garland

on the‘s;ng19 tax, drama, and other miscellaneous t0p1c3.4
Garland.described how his first published novel came into
being and, incidentally, explained 1ts structural flaw:

Flower, of course, was delighted with this
discussion /fhe critical struggle over the first
volume of stories/ and one day asked me if I could
not vwrite for him a serial novel based on the
Farmers' Alliance, a prodigilous uprising among
the farmers, then at 1ts height. I replied that
I had already on my desk several chapters of a
story dealing with farm life in Iowa and the
Grange, an earlier agricultural organlizatlon,
and that I could undoubtedly bring this narrative
down to the present day.32

A Spoil of Office, published in The Arena, January-ng{_1892,

reflects the dual subject--the Towa Grange and the Kansas
Parmers! Allience; indicates a confused purpose--truth telling

and propaganda} and altogether bears out Garland's tentative

— —

"~ 32Ham1in Garland, Roadside Meetings (New York: The
Maomillan Co., 1930), pp. 179-180.
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admission that this time was "a confused, wavering, ekperi—
mental period."33 Dedicating the book to Howells, Garland

called it "this study of the great Middle West, its contem-
porary life and landscape."34

A Spoil of Office is the story of the ambitious young

man from the provinces who rises through the Iowa House of
Represeptativeslto'the U. S. House of Representatives only
to bécomg d;sillusioned'with the greed and pettineés-of the
ppliticgl_ru;ers; to resist the spoll of office and preserve
ﬂis principles, he returns to the West to aid the Alllance
Movement. The soclety to which he aspires proves corrupt so
thét the only environment conducive to his idealism is that .
of the downtrodden farmer. One of the weaknesses of the book
as a "studyf<;s that Garland pushed his central character
through 80 many environments that no féeling of ﬁhe reality
or determining power of any environment 1is developed. In
order to avold the picturesque effects which Garland asso-
ciated wiphuggpepficial travel literature, he resorted to -
such a contrast as the following:
* Thé rustle of flashing, blade-like corn
leaves, the vast clean-cut mountainous clouds of
June, thé shade of shimmering popple trees, the

whistle of plover and the salling hawk do not sat-
1sfy the man who follows the corn-plow with the hot

331p14., p. 181.

3uI—IamJ.in Garland, A Spoil of Office: A Story of the
Modern West (Boston: Arena Publishing Co., 1892), dedica-
tion page. :
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sun beating down all day upon his bent head and

dusty shoulders. Hils point of view is not that

from the hammock, He is not out on a summer

vacation. If he thinks, he thinks bitter things,

and whgpwhe speaks his words are apt to be oaths,35
But as Gafland traced Bradley Talcott's abandoning of his
northern Ibwa_farm.country to exercise his "mysterious power
of self;dgveiépment“36 in law school, the state capital,
Washingtgp? and finally Kansas, Garland became a kind of
tohrist and could only substitute moral outrage for the
equally superficial picturesque. Although Garland described
tired farmers"énd used-up farmers' wives, no sense of the
interactigq 9? environment and people 1s ever developed.

The main characters are as idealized as any of Giss-
ing's plotrcpgﬁacters. .Bradley Talcott 1s full of hidden
power which»needs only & set of ldeals in order to become
active{” ;qa Wilbur, beautiful, young Grange speaker, 1s the
supplier of thgse ldeals. The education of Talcott proceeds
from Repgb;ip&n‘protectionism, through single-tax and woman's
rights advocacy, to the activist policies of Populism. Ap-

: parently_gqg'qf the rewards of arriving at the truth-tbat the
poor of both town and country must unite is marital happiness.
Talcott g?rggglggwphroqghout the novel to win them;oygungIda,
only pq_pe_mgt-y;p@.kind rebuffs, but as soon as he agrees to

work with the Farmers' Alliance, Ida marries him.

3S1pia., p. 27.

B1p14.
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~ Failing to be an adequate "study" of the West, the
novel might be expected to be an effective pilece of contem;
porary ppgpaganda. But the means by which the poor can be
helped are never presented except in terms of rejecting "the
spoil of office" in the lobbying centers that are state and
federal leglslatures and of joining the Alliance. The vague-
ness of qtrggtgpe, of conflict, and of characterization
recurs in éhe vagueness of the solution offered:

‘"Oh, the pathos, the tragedy of it all!
Nature '1s 80 good and generous, and men are 8o
ignorant ‘and selflish. Can 1t be remedied? It
%gg% gﬁsgeﬁgg;egé.“gyery thinking, gympathizing

Garland's f;pst published novel does not even come up to the
artistiq_standérds exhibited by the better works in theﬂlocalr
color trédi?ipn. {

Economically, socially, and artistically Garland's
experiences as a young realist in America are pfeferable to
those of Gissing in London. Garland experlenced economic
difficulties,_but they lasted a relatively short time., Gar-
land had h}s gqqial feelings of inferiority, but literary
Bostqpflfpg ngpon»that’really counted fqr him—-was_épgp to
a young men from the West. Unlike Gissing, whose journalis-
tic»eﬁfoy@gugppggreq”in.small non-paying radical‘pgpg;§“or
Russianﬂj?gyg§1§{_Garland soon found lucrative employmént

with the respected, widely-circulated magazines. Garland

3T1bid., p. 377.
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as a novel;gt'ngver knew the restrictions imposed by ahy
three-volume requirement. But these American opportuﬁities,
created'by.thgvever-increasing number of magazines, contained
an aesthetlc limltatlon at least a&s harmful to the artist--
certainly to the artistic aspirations of Garland--as the
three-decker tradition. On the one side was The Arena and
1aterath¢~}g55'h9nestly radical muckraking perlodicals. The
alternatives to propéganda and sensatlonalism, offered to
Garland "in the middle of this period of unrest, of vacilla-
n38 .

tion_betwegn social reform and fictlve art, were the

Atlantic Monthly, Harper's Weekly, and Century Magazine,

edited by Thomas Baller Aldrich, Henry M. Alden, and Richard
Watson G;}dg;.' These men belleved in art, but Aldrich and
Alden desqpve,with Gilder, Walcutt's epithet of "apostle of
the genteelhtradition."39 They were sympathetic with the
realistsf’desire fdr truﬁh, but they, feeling their respon-
Sibilitigg_tqmthe mass audience, thought that truth should
reflect tpgﬁggfinement of their audience,© ’

. qarlgggiwas_elated when Gilder accepted a novelette,

01' Pap's Flaxen, and published it in March-May, ;892.! But

was to art is apparent, except to Garland at the time of writ-

386arland, Roadslde Meetings, p. 183.

39Wa1cutt, p. 53.

uoPizer, Garland's Early Work and Caréer, p. 69, de-
velops this antlthesis.
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ing Roadside Meetings, in a letter from Gilder:

"I think if, without making the story too
inartistically polnted, you could set in those ideas
which you have expressed to me in your letter, it
would dignify and make more useful the really very
striking plcture of life which you have presented.-

If you will do this and let me see the story agein,
I shall be greatly obliged to you.

"I must tell you what embarrasses me in .
stories of this sort. As you know, the newspaper
press nowadays 1s vulgarlzing. It not only ex-
presses “the vulgarity of the American masses but
increases it--that is, to a large extent., Every
decent mén and woman, including many newspaper men,
deprecateés this condition of things. Now if we
print too many stories which are full of the kind
of language which should not be used, we seem to .
many persons to be continuing the work of vulgariza-
tion, 'On the other hand we value correct pictures
of life--of even pretty common life--and the conse-
quence is we are giving an undue proportion, possibly,
of dialect fiction., People who are trying to bring
up their children with refinement, and to keep their
own and their children's language pure and clean,
very naturally are jealous of the influence of a .
magazine--egpecially of the Century Magazine--in
this respect.

"Here: 1s really a predicament, and feeling
that predicament, we at least think a dialect story--
especially of this kind, where 'youp' 1s used for
yes, for example, and where all sorts of vulgarisms
occur--should very strongly represent itself before
being "senit into almost every cultivated household- -
in the United States! Had you thought of the mat-
ter in this connection? I am very far from wishing
to go to an extreme in the other direction--lords
and Tadies--but I think wE should not go to an ex-
treme in this direction,"*

Whether the truth seeker who insisted that "Both drama and
novel will be co-lloquial"42 and that literature must be

41Garland, Roadside Meetings, pp. 182-183.
4o LAAZ

Garland, Crumbling Idols, p. T4.




221
demogratig#? could call this a "wholesome 1essbn"u4 in 1892
1s not known, but repressive as this editorial policy may be
for realism, Gllder's stress upon art rather than propaganda

was one of the factors that made A Little Norsk or Ol' Pap's

Flaxen the_begtlgf the four novels Garland published in 1892,

_ Uq;pg_the setting of Boomtown, Garland created a
charactgrws?QQynof two homesteaders and their adopted daugh-
ter, whosgnpqrents have been killed by a Dakota winter. The
centraltgopf1;ctiis between the girl's desire to escape from
the represgiygﬂiqneliness of the farm and the men's possessive
longing for her company, complicated by the gradual change of
attitude of Bert Gearheart from paternal to amorous, Both
the beauty anq;the horror of the environment are made real:

- The heavy-headed grailn and russet grass
writhed and swirled as if in agony, and dashed
high in wavés of green and yellow. The corn-leaves
had rOlléd”up into long cords like the lashes of
a whip, and beat themselves Into tatters on the dry,
smooth spot their blows had made beneath them; they
seened réady to turn to flame in the pitiless, ‘
furnace-like blast. Everywhere in the air was a
silver-white, impalpable mist, which gave to the
cloudless "sky a whitish cast. The glittering gulls
wéré the only living things that did not move list-
lessly and dld nhot long for raln. They soared and ..
swooped, "exulting in the sounding wind; now throw-
ing themselves upon it, like a swimmer, then

- M3pep-Garlana and many others of this period; this
seemy t6 dean that literature was both about and intended for
the masges, "but thére 1s much uncertainty on the whole matter
exhibited by Garland in his comments.

uaGarland, Roadside Meetings, p. 182,
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darting upward with miraculous ease, to dip again

intO‘tﬂg shining, hissing, tumultuous waves of the

grass,
The contrast between the happy freedom of the birds and the
depression of the faihers, suffering from heat and the knowl-
edge of economic loss, 1s made vivid 1n the above passage
without resorting to the melodramatic explicitness of the
following: B

""" And all night long the blasting wind, sweep-

ing thé sea of icy sands, hissed and howled around

the 1ittle sod cabin like surf beating on a half-sunken

rock. The wind and the.snow and the darkness pos-

sessed ‘the plain; and Cold (whose other name is Death)

was king of the horrible carnival. It seemed as though

morning and sunlight could not cRge agaln, so absolute

was the sway of night and death.
But despite all of the realistic description, the novel re-
mains a qharacter study in which environment 1s simply a
background. The Interactlon between charac%er and environ-
ment is supgrficialz 1t ages Pap, Anson Wood; 1its loneliness
makes Geapheart_dissatisfied; its provincialism makes Flaxen
seek a more vital world. But the principle of selection for
event,vthe_gete;minative fofce of the structure, is plot---
the story of the young girl seeking fulfillment in the city,
makingug“migyagg_iﬂ“marriage, and finally finding whgt she-
1s seeking in fthe boy back home, in this case Gearheart, who

Joins her in the city for the prescribed habpy ending. As‘in‘

45Hamlin Garland, A Little Norsk or Ol' Pap's Flaxen
(New York: D. Appleton and Co., 1892), pp. 115-110,

46Ibid., pp. 20-21,
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Zury, environment and plot are never fused in any effective
manner,

The novel contains many fine scenes, and Garland
maintained sufflclent objectivity to avoid excessive senti-
mentality, but the three central characters are all good, and
the villain, Kendall, whom Flaxen marries, is all bad. One
of Garland's verses serves as eplgraph; these are the closing
lines: v

God! What a power is in the wind!

I lay my cheek to the. cabln side

To 'feel the weight of hls glant hands--

A gspeck, a fly in the blasting tide

Of "streaming, pitiless, lcy sands;

A single heart with its feeble beat--

A mouse in the lion's throat--

A swimmer at sea--a sunbeam's mote u

In the grasp of a tempest of hail and sleet!*7
Garland may have intended to use the environment of Dakota
Territoryras_the_wind of the poem; however, the forces deter-
mining the actions of the characters are inherent traits of
personality, not external environment. The tradition to

which A:Lip@;e Norsk belongs is not that of the experimental

study;(yaphgr“itmis a good local color novel Juxtaposing an
old plot and a realistic setting.

4 The _other two novels published in 1892 present special
prqb;qmg‘yecq9§g yhgy were first written as plays{and{_proving
unplayable, then expanded into novels. Almost all critics

agree that Jason Edwards is "Garland's closest approach to

Y b1a., p. 111
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naturaligm.f%?; Both Knight and Taylor feel that the hasty
conversion from dramatic to novel form caused The wealness
of the novel,*9 but I think that its initial form as play
gains fqr‘phe.novel whatever oﬁJectivity it possesses, thus
contributing as much as the new subject matter of the city

to the novg}is being classified as naturalistic. But that

the playﬂUh@er'§he Whéel (published 1890) and the hovel were
publish§q~py‘the Arena Publishing Company indicates that the
obJectivgugffecp is simply a matter of omission of comments
by the author, not;any real obJectivity‘tOWard characters
or values.

Strpqturally Jagson Edwards: An Average Man is as

tightly planned as Moore's A Mummer's Wife. Jason Edwards

environment of Boston slum and factory and the second pre-

' senting ppgnegqglly repressive environment of Boomtown,
Dakopg»?g;p;tppy! and the surrounding countryside. Caught in
destrqygg.nnéhngbpink's comparison of Garland's descriptions
of Boston With those of Paris in L'Assommoir®° is suggestive
a;?hogghﬂ@g? éggglug;ye, but regardless of influence, Garland

made street, home, and factory vivid. v

§8Aﬁneﬁrink, p. 83.
49knignt, pp. 60-61.
50 nnebrink, pp. 238-246,
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It was about five o'clock of a stifling hot
day on Pleasant Avenue. Ironically bitter, the name
of the street seemed now, like many-another old-time
name in Boston.

‘The sun had gone out of it, but the heat
still pulsed from the pavements and breathed from
the doors ‘and open windows of the four-story brick
and wooden buildings, rising like solid walls on
each side of the stream of human life which filled
the crevasse with 1ts slow motion,

‘Children, ragged, dirty, half-naked and
ferocious, swarmed up and down the furnace-like
stréet, swore and screamed in high-pitched, un-
naturdl, animal-like volces, from which all
childish music was lost, Frowzy women walked
with a gdait of utter weariness, aged women, bent
and ‘withered, and young women soon to bring other
mouths ‘dnd tongues and hands into this frightful
struggle, straggled along the sidewalks, laden
with parcels, pitifully small, filled with food.

“ 7 “Other women and old people leaned from the
open windows to get a breath of cooler ailr, frowns
of paln on thelr faces, whille in narrow rooms foul
and crowded, invalids tortured by the deafening
screams of the children, and the thunder of passing
teams ‘and cars, and unable to reach the window to
escapé the suffocating heat and smell of the cook-
ing, turned to the wall,_ dumbly praying for death
to end their suffering,dl

Although this passage is certainly no example of fact for
fact's seke{_Garland does refrain from moralizing, does
furnish a concrete pleture, and does make the interaction
of_eny;ten@ent;epq character obvlious. Distrusting the qee

' scription to carry 1ts own effect to the reader, Garland B
sometimes directed ‘the reader 8 response through the thoughts

of one of the characters:

He géemed to see more of the hideous future
of these people, these young people born for a

5lHamlin Garland, Jason Edwards: An Average Man
(New York: D. Appleton and Co., 1897), pp. 24-25.
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prison or a brothel in so many cases. How long
can this disease go on intensifying, he thought.
He™ stopped a moment, and looked at it all with a
suddér-sweep of the eye, a hot, unwholesome alley,
poison-tainted, vice-infected. He thought of the
miles of. such streets in Boston, a street almost
typical, ~Boston was predominantly of this general
character, as he well knew. The real Boston does
not get %Eself photographed -and sent about the
country.

Entry into an apartment house or éven an individual apart-
ment offers,l}yale escape from the horrors of the street.

““Théy turned in 4¢ last at one of the cave-like
apertiires ‘opening upon the narrow walk, and passed
into-a 'hdll 'which led straight through to the
foul-smelling yard and alley behind.,

"There were two families on each floor, and
as the doors were open, the smells of cooking food
were mingled into the indescribable hot stench--
bolled beef, ‘onlons, cabbage, fried pork and the -
smell of vile coffee. Bables were squaling /sic/,
loud-volced women, worried with their cares an
bad-tenipered from weariness, were scolding and
slapping the children who ran in and out with a
prodigious clatter, and shrieking and squalling.53

" The room they entered was the usual living
‘room of the average mechanic, except 'that it had a-
carpet and & plano, as 1f i1t had lald claim to the
namé of parlor. But the table, partly spread for
supper, told that it was also the dining room. The
furnitureé "wds of very -humble sort, and was a pecu-
liar mixture of old-fashioned pieces and bargains
at the shoddy furniture rooms of the city. '

"The carpet on the floor was bright-colored.”

effedt wd§ of tasteful economy, but not cbmfort
The windoWs 6f the side, the only windows, 156ked "
ouf ‘updn anothér similar tenement, across a narrow”
disc /sic/.:street, along which boomed and thundered
passing teans loaded with heavy plates of iron, or
with immense flapping loads of lumber. Venders of

521h1d., pp..90-91.
331p14., p. 28.
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fruit wére crying loudly and unmusically. It was
very closé and unwholesome, and Reeves drew a sigh
of pain as he glanced about the room as Alice sat
down on the plano stool in a meditative position. 4

From theiipgecure tidiness of his home, Jason Edwards passes
through even worse environments to arrive at the foundry at
which he works.

" As Edwards looked in at the foundry door on
his way back, about fiyve o'clock, men were “pouring".
It was a grewsome /sic/ sight. With grimy, sooty
shipts, opén at the throat, in a temperature of
deddly heat, they toiled like demons. There was
1ittle humanity in their faces, as the dazzling
metal threw a dull red glow on them,

"Here and there, with warning shouts, they
ran, bent llke gnomes, with pots of shining,
flame-éolored liquid lighting their grimy faces.
Here ‘tolled two stalwart fellows, with a huge pot
between’ themf with hoarse shouts they drew up be-
side ‘& hige "flask" or moulding-box. The skimmer
pushéd &away the slag, the radiant metal leaped out
and down into the sand, sending spurts of yellow-blue
flame out of & hundred crevices.

- ""There was a man calking the next flask with
wet sand. 'He pald no attention to the pot of deadly
1liquiid, "'which passed close enough to singe his halr.
A 11%tle further on, another man was knocking off
the clamps that held the flask together. Everywhere
was heat, the smell of burning wood, gases, steam
and the sight of leaping, exploding, shiny metal.55

In this final scene, as well as the others, ‘the documentary
methodm;g qppg?gpt.' This dangerous, repugnant, perverse
world has trapped Jason Edwards and his family.

... .But the real trap is not physical violence or even
the moral degradation of fhe environment; it is'the‘gcqnopic

forces at work. Rent and food prices go up and wagesiéo down.

S4p14., pp. 29-30.

1bid., pp. T6-77.
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The villains'are the owners of apartment and factory, an un-
defined "they" to Jason Edwards.

"Hain't they got no mercy, these human
wolves? Hain't it all I can stand now? Look at.
it!" he ¢ried, flinging his hand out toward the
wall. "Look at this tenement--hotter, shabbier,
rottener--but rent must go up . . . . Jennle,
children, I don't know what we're goin' +to do.

I don't See what's cggin', but we're bein' squeezed

out, that's sure." ‘
The means of escape 1s almost mythic in 1ts simplicity--
go West.

"Free land 1s where they ain't no landlords
an' no reit," saild her father, "Where they ain't:
no rich and no poor. Where they ain't no bosses an'
no servants, Where people don't live -all cooped up
in dens 1iké this, Where they raise such corn as
that." Here he unrolled a gaudy poster, which showed
a buneh of resplendent, enormous ears of corn. "Where
people ‘have homes of thelr own, and cows, and trees,
and brooks full o' trout runnin' by like this," he
ended displaying a poster, on which was an alluring
picture of a farm house with a broad river in the.
backgroiind, on which a boat floated 1dly, containing
two women, presumably the farmer's wife and daughter.
The farmer himself in the foreground was seated on
a self-binding reaper, holding the reins over an
ahnormally. sleek and prancing pair of horses. He
wore a fine kossuth hat and a standing collar, and
his shirt was immaculate, A deer was looking at
him (with pardonable curiosity) from a neighboring ,
wood-lot. It was the ideal farmer, and the farm of
the 1and-bgomer and the self-glorifying Amerilcan
newspaper, 7 . o '

With high hopes for the first time since he attained manhood,
Jason Edwards travels with his family to Dakota.

Three years have passed with the opening of tﬁersecond

561bid., p. 53.
5T1pi4., pp. 61-62.
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sectlon of the novel., The great dream has been replaced by
the reality of a summer on the prairie:

It was hot in the town, 1t was frightful on
the prdirie, bare of trees as a desert. The eyes
found 'tio place to rest from the hot, brazen glare
of everything~-the grass, the grain, the sky. There
was absolutely no fresh green thing to be seen, no
cool glint of water, no pleasant shade--only a
radlant, mocking, sinister sky, flacked with the
white "bodiés of the gulls that rose and fell,
swoopéd ‘'énd circled in the blazing air, The farm-
ers 'toilled at thelr scanty crops of hay, and eyed
the sky with prayers and curses alternating on their
lips. "Every year at this same date those blighting
winds had blown.

"7 'Bare on the immense plailn stood the unpailnted
woodeti ‘shanties, unshaded and unsheltered, the sun
beating down upon them with the same merciless
severity the mariners tell of in the troplc seas.
Lilke a 'bodt becalmed on & russet sea, each little
hut parched and cracked and grew odorous in the
terrific heat,

© "The wind was rising, but 1t had no moisture
in 1t, no coolness; it was like the wind from a fur-
nace, ‘It appalled the stranger, and even to those
familiar with 1t, 1t brought terror., As the men
stopped 1in the flelds and leaned on their forks and
turnéd "their throbbing faces to 1ts sweep, 1t
brought small relief. 8

The heat and the despair are the same as that in Pleasant
Aﬁenue: HQne“qifference 1s significant: now every member of
thg fam;}y{wggp Jpst Jason, 1s coarsened by labor, Thé eco;
pgm;g‘oppgeggqg hgs_taken on a name: he 1s Judge Ba;ge;{ 1and
agent, who gave Edwards his choice--pay ten dollars an acre
for ;dewgpdggnt@;?ty miles from the railroad for free land.
The storekeeper explains this freedom: "A man once Jumped

overboard because he wanted to., It was a free cholce--only

581b1q., pp. 132-133.
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the ship was on fire--that's about as much free choice ag
Edwards had."59 The Judge holds the mortgage and demands
payment of the interest, despite recurrent crop fallures,
Jason sums up his life: - _
"My life is a failure--I don't know why.

Don't seem 's if 1t was my fault. I know it ain't

yours, mother., Fifty years of work--an' here we

be! I've worked every well day of my life since I

was ten years old; we've worked early and late, an'

pinched an' saved. I never was a drinker, we ain't

had the necessities of life--rent went up an' fggl

went up, an' wages went down--an' here we are."
However, the West 1s different from Boston in another way:.
Jason's fight 1s no longer against simply ecohomic entre-
preneurs but also the impersonal forces of nature, The
prayed-for clouds arrive, but instead of rain, they bring
wheat-destroying hall, Jason has a stroke, paralyzing his
legs. "Life had brought him nothing--death had no terror."61

In thils concrete portrayal of the crushing forces of

economic exploitation in two contrasted but essentially
similar environments, Garland achileved the effect of preseht-
ing economlc determinism alded by impersonal natural forces.
Before Frederick Jackson Turner read his famous paper in 1893,

Garland had dramatically presented the closing of the American

frontier with 1ts consequent destruction of the American dream.

d1pid., p. 103.

601p14., p. 165.

6lrp14., p. 212.
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o Garland's attempt to give his study breadth depends
gggn_those techniqueg common to the French naturalists an&
Phggr English 1mitatofs. Slightlyvawkwardly, Garland intro-
duced characters in both eastern and western environments to
show the universality of effect of the forces at work and
the vgriety of response possible, In Boston, Mike, the .
Irighman, has lost his job due to over-production; Berg, the
German, feels he has fled from political persecution only to
f;nd a worse form in the economic persecution of Boston.62
In Dakota, a number of owners of mortgaged farms are pre-
sented, the most startling being Charley‘Severson who, on
the way to the train which will take him to the asylum, raves
of his expected riches. This is mélodramatic,-perhaps, but
it adds irony to the comment on the American dream which the
stfucture makes.,

The basic structure of Jason Edwards, which I have
Qutlined, could have ﬁade it the most pointed American novel
of soclal protest yet written, but like Gissing, Garland was
too unsure of his form, too insecure In his ideas--or perhaps
too sure of them--to allow this plotless structure to stand
alone. Even more cleérly than in any Glssing novel, the plot
Qﬁgyacters of this novel seem disruptlve excrescences, Gar-

land apparently felt he needed Walter Reeves as a spokesman,

62Garland's Insecurity with this attempt at panoram-
Ic structure 1s seen in a functionless hint that Berg loves
Alice Edwards, thus linking him with the plot as well as the
: envigonment.
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and to link Walter to the subject of the novel, the destruc-

tion of Jason Edwards, he needed Alice Edwards for him to be
in love with.

) éarland attempted to make Reeves something more comQ
plex than simple spokesman for the author by describing his
rise from young man from the provinces to leading city '
Journalist and by tracing the growth of his social con-

sclence. The followlng is a summation of Reeves' early

position:

"Phe air is full of revolt against things
as they are. I don't know why, something has brought
them up. Here's something I wrote standing on
Brooklyn Bridge the other day, looking down on New
York. 'Over me swung and surged those glant cables,
etched against the sky delicate as cobwebs. Under
my feet that marvel of man, the bridge itself, I
stood there looking down on that lava-like flood of
bricks and mortar called New York, cracked and
seamed and plled into hideous forms, without grace
or charm. I saw men rushing to and fro there in
those gloomy scenes, like ants in the scoria of a
volcano. I saw pale women sewing in dens reeking
with pestilence and throbbing with heat. I saw
myriads of Nhomes where the children could play only
on the roof or in the street. Whole colonies of
hopeless settlers, sixty feet from the pavement.
And I said, man has invented a thousand new ways of
producing wealth, but not one for properly dis-
tributing it, I don't understand the problem, but
it must be solved. Somebody will solve it, 1163’

Although Reeves characterizes the first speech by Henry

George which he hears as "the fine spun'theories of a dreamer,

3164

63gariand, Jason Edwards, p. 8l.
641p14., p. 8. |
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by the time he appears in Boomtown at the beginning of Part II
oﬁ‘thg novel, he is a confirmed single-tax advocate. It is
Beeves' function to sum up the meanings to be drawn from the
narratilve. First there 1s Jason Edwards as average man caught
in an economic trap: "'He's a hero!' exclaimed Reeves, with
kindling eyes. 'He has fought herolcally. No battle can

test the courage of a man so much as this endless struggle
against the injustices of the world--this silent, ceaseless
war against hunger and cold.'"65 There 1s also the theme of
the impersonality of nature:

Sitting by Edwards%7‘side, Reeves felt again
the force of Nature's forgeftfulness of man. She
neither loves nor hates., Her storms have ho regard
for l1life, Her smiling calms do not recognize death.
Sometimes her storms coinclde with death, sometimes
her calms run parallel gg men's desires, She knows
not, and cares nothing.

And finally there is the statement, apparently for those who
missed the subtitle of the novel, which gives the universal
application to the story of Jason Edwards:

"I don't suppose /Edwards/ ever knew freedom from
care--few of us do. Our whole infernal civiliza-
tion is a struggle. We are like hunters climbing
a perpendicular cliff, a bottomless gulf below,
clinging wildly to tiny roots and crevices, and
toiling upward, eyes fixed on the green and allur-
ing slopes above, We strain and strive, now slip-
ping, now galning, while our hair whitens with the
agony of our aching, failing muscles. One by one
we give up and fall with a curse or groan, but the
others keep on, not daring to look down, There is

651p14., p. 210.

661bid., p. 182,
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no rest from fhe fear of fall, save in the black

depths below. Graham, the most of us will never

know what rest 1s., It makes me savage to think

of ‘men like Edwards toiling all their liv§g7to

B d;e at sixty, unrewarded and unsatlsfied.

Thelcgntral weakness of the novel 1s refleéted by the unfor-
tunate choice of we as point of vliew here; Walter Reeves has
apparently reached the "alluring slopes above" and gained
leisure without undue struggle because of inherent talents
and "level-headed"68 character.
N In addition to his function as spokesman, Reeveé is
protagonist in the love story which runs through the novel and
often smothers the story of Jason Edwards and his environment.
Reeves loves Alice, the flower which grew from sudh unpromis-
ing soil to become talented musician'and new, 1ndependent
woman, The climax of the first section is diverted from
Jason's deciéion to go West to Alice's declsion between love
for Reeves and duty toward family. This love-duty conflict
persists even after three years of struggle on the plains so
that the fdcus of interest in the second section is divided
between the economlc struggle of Jason and the temptation of
Alice to abandon her family for a cultured life of ease in
Boston. The love story 1is needlessly complicated by Aliae's
single-tax theories against charity apd her fear that'Reeves

persists in his proposal of Marriage out of pity rather than

5TIhid., pp. 187-188.

68Ibid., p. 1.
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love. After allowing the climax of the second part of the
?9V?;~?° be the storm followed by the stroke of Jason, Garland
quided regolving both his economic and amorous confllcts by
allowing Reeves to marry Alice and carry the whole family
back to Massachusetts, which with Reeves' protection will
apparently be a refuge from the ublquitous economic and
natural forces of the novel,

o The same conflict of effect visible in the lack of
rélationship between the study of Jason Edwards and the roman-
tic plot is visible in other elements of the novel. In
characterization, the strange discrepancy between the uni-
versal degradation caused by the lower class Boston environ-
ment and the moral uprightness of Jason, his wife, and two
daughters is immediately obvious. The implicatlion, unintended
aé 1t may be, is that environment is an overpowering moral
force, with the exception of the central figures of this
novel, The novel is another negative proof that effective
gégdy of the interaction between environment and character
necessitates sdme incongruity of characterization. The con-
g}gtenﬁly morally good Edwards famlly reacts to its environ-
ments by becoming poorer and more céarsened by labor, but
there is no change in character, Environment remains an ex-
ternal force, a background. The superficial link between
sconomic environment and the actions of the characters is, of

sourse, further weakened by the existence of Walter Reeves,
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who lives outside the power of these forces, Just as the
;qQal people are inexplicably good, so the antagonists are
Inexplicably bad, thus giving a melodramatic exactness to the
pharacterization within the novel. Despite the factory own-
er's "And that's all I can afford to pay tem . . e o I'm
pinched 00" and Judge Balser's claim that he is only an
agent for the syndicate, thgvowners and iand managers remain
inhumane villains,

If I may avoid, for the moment, the grand explana-
tlons of Garland's.failuré to fulfiil his artistic promise
in terms of character and environment to look at specific
problems in technique, I thiﬁk one of his basic problems was
in his method of characterization. As a realist Garlahd was
convinced that "Iﬁ all thaf is particular we may be shown the
general, in all that is finite the infinite."® However, in
both his theory and his practice, the means to.achievé this |
goal remained vagué. At one point he advocated "a drama of
average types of character, infinitel& varied, but always
Characteristic.“71 His hesitancy on this point 1s most eaéily
recognized in his most concrete essay on technique, "The
Influence of Ibsen." "At his best /Tbsen/ takes a: common

man or a representative man and follows him through a moral

%91b1d.; p. 78
TO%arland, Crumbling Idols, pp. 117-118.

711b;d., p. 28.
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gr”mgnyal change, with all hils logical connections, and leaves

n(2

him as abruptly as he began, and thus Ibsen avoids "hero-

ines, villains, and heroes,"(3 In praising Ibsen's treatment

of motives, Garland cencluded, "Thus each character has, in
a sense, his Justification. We see things from their stand-
point, The fluent and the all-embracing sympathy 'of the
d?gmatist has gone around these men and women., Malformed
and twlsted as they are, they have always a dramatic justi-
fication for their action."74 I think Garland recognized

in "m6ra1 or mental change" and "all-embracing sympathy" in-
cluding even the "malformed and twisted" Ibsen's use of what
Myers calls incongrulty of characterizatlion and also what
Booth calls impartiality toward characters, both of which
tend to increase the lifelikeness and individuality of
effect in characterization; yet even here Garland saw these
characters as "representative." He also grasped the impli-
éation, present in European naturalists and realists, that
ﬁTo have the action spring from the characters is to destroy
the traditional plot."7? But there is a hint that Garland
had not substituted the truth of nature--of what is--for the

ttaditional criteria of the typical or the probable: when

721b1d,,,p. 105.
T31p44.
7“!219-, p. 107.

P1bid., p. 100.
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he turned to Ibsen's women, he found, "he has in my estimation
used too large a proportion of remarkable women to be per-
fectly true to his time and his country. . . .“76 In creat;
;ng‘characters, Garland in his longer fiction never solved
this problem of type versus individual, the 1deal versus the
real. As a result the characters in his novels have the
effect of "only pasteboard figures."77 .Oné element of the

“genteel élegance and romantic compromise“78 which weakened

Jason Edwards and several other novels was the result of the
failure to solve the problems of techniQue in characteriza-v
tion,

Just as the characterization remains oversimplified
and inconsistent with the descriptive passages, the apparent
objectivity of the author i1s- superficial. Although an
authorial spbkesman may be preferable ﬁo direct authorial
comment, the idealization of Reeves and the.Edwards and the
attack upon the factory and land owners direct the reader's
sympathy so that the ideal characters! comments are taken as
literal truth., The only real concession which Garland made
tbward objectivity of values was that he prevented Reeves'
having a final speech advocating the immediate institution

of the single-tax program. Supposedly inherent in the defeat

T1p14., p. 115.

77Taylor, p. 166,
7BWalcutt, p. 59.
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qﬁngspnAEdwards is the theme that only a change in the system
?59,?i¢_?his typilcal man and thousands like him, Even as
partial nature, which the single-tax will change very little,
and the happy ending of returning East which, as Walcutt
points out, "is not a victory for the frontier spirit but an
abandonment of 1t."12.

Like Gissing's early novels, Jason.Edwards is essen-

:tially a novel of soclal protest. It is marred in much the
‘same way Gissing's novels are marred--the use of a spokesman
for the author and a failure to integrate a traditional ideal
love plot and a study of man caught up in uncontrollable
forces. Ahnebrink's comparisons of desoriptions in this!
novel with those of Zolé in L'Assommoiinand La Terre80 11lus-
trate that Garland was suﬁerior to thé ﬁriters in the local
éolor tradition iﬁ creating a realistic.environment, but de-
spite the realistic environment and serious purpose, Jason
Edwards 1s still much more like Zury than the Zola novels.
That this novel contains a description of Boston slums does
nthmake it an experimental novel in tradition or intention.
Tolquge it by naturélistic standards only furnishes addi;
tional angles of attéck upon what is a weak novel in any

tradition.

T1p14.

80Ahnebrink, pp. 247-249,
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. The causes for the failure in ﬁechnique are multiple.
Central to this failure, I believe, 1s Garland's uncertainty
9f intention springing from the conflict bgtween social pur-
pose and aesthétic goais--a struggle between one verltist |
principle, beauty for the sake of truth, and another: "The
realist or veritist is really an optimiét, a dreamer, He
sees 1life in terms of what it might be, as well as in terms
of what it is; but he writes of what 1is, and, at his best,
suggests what.is'to be, by'contrast.“81 This theoretical
contradiction 1s further emphasized and becomes more directly
relevant to his fallure in technique 1f placed in terms of
tradition or, more simbly, publishing outlets. On the one
hand there was the propaganda of The Afena, reflecting the
bld tradition, in Amerilca és elsewﬁere, of fiction as a
sweetened essay; on the other was the more artistic goal
symbolized by the Century, a tradition of plotted love
stories and happy endings. It is obvious that Garland
wanted to avold both of these, but with his Emersonian be-
lief in democratic, American art and his Vé%onesque doc-
trine of originality, Garland found that the only model which
séemed to offer an acceptable balance was the local color
tradition; in terms of technique, 1t was woefully inadequate,

Garland's fourth novel of 1892, another expansion of

a play, is less ambitious and less interesting than Jason

81Garland, Crumbling Iddls, p. 52,
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Edwards_and,vperhaps'because of the limitation of purpose,

}gsgug?riking in its fallure. A Member of the Third House

is another "exposure of the evils of American socie'cy,"82
this time the politicai evils being perpetrated by city trans-
it companies. Oarland said later, "The /sigc/ Member of the

Third House really sprang obscurely from experiences in
Chicago and Boston and certain transactions in Washington
some three or four years ago. It 1s probable that Boston
contributed the largest part."83 However, "obscurely" seems
a strange adverb when Flower had to warn him that the play

was probably libelous of Boston politicians.au The novel

has 1ittle relevance to this stud& and offers little to in-
terest anyone except histdriana 1ntere5ted_in & rather na;#e
view of how lobbyists (the third house) influence leglslators.
The i1dealistlic senator, spokesman for the author, exposes the
vicious plot and wing for his wife a girl of such shallowness
that the reader would be tempted to pity the hero if he could
believé in him. The political story and the love story are
implausibly linked by the hero's being pitted against the
villain in both contests. Perhaps for legal reasons, the

gsetting is left so vague that the only fact the reader is
certain of is that it 1s hot.

82Ahnebrink, p. 84.

83quoted Ibid.

Balbid,
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~ The only fiction Garland published after 1892, other
than his short stories, which had enough power to. cause any

critical struggle among his contemporaries was Rose of

Dutqher's Coolly (1895). John Bufroughs, a close friend,

fglt 1t necessary to warn Garland about his dangerous tend-
encles in this novel: "This morbid sex-consciousness 1s one

of the diseases of the age. At least this feature of your

book strikes me as unfortunate. It is extraneous and plays

no part in the story. In such a master as Ibsen the sex
problem is vital and plays a part and one is not offended. . . .
I do not think Zola a safe guide in such matters."S® But both
Burroughs, unknowingly criticizing ﬁhe novel and not thg;éex
interest, and Ahnebrink, in éuggesting that "the handling of

sex in Rose of Dutcher's Coolly reminds us more of Zola than
n86

of Ibsen, are wrong, it seems to me, because the theme is
an imitation of Ibsen, not Zola, and the sexual material seems
extraneous only because of :Garland's failure to achieve his
theme. The conflict in the ﬁovel 1s between soclety's demand
that an attractive girl marry, thus enfering the subservient,
functionless world of a doll's house, and a girl's will to

exercise'her talents and seek persqnél fulfillment independent-

1ly. The stress upon sexual passion, "coy"87 as 1t is when

85Qu0ted Ibido, P 207'

861bid.

8TWalcutt, p. 61.
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ngpgyed even to the contemporary English treatment of sex,
is justified because it 1s one of the forces which the girl
mggtuovercome in order to avoid marriage. Rose 1s the new
woman, treated by Ibsen and others, fighting a soclety which
demands that she conform to an outmoded pattern of actioﬁ.

The novel 1s not focused on environment, passionate
forces, or even social repression but is, as Ahnebrink has
noted, "a psychological novel."88 Rose, with inherent in- -
telllgence and force of character, overcomes her passion for
a young schoolmate and her father's weak resistance in order
to attend the University of Wisconsin. At the University she
resists the conformist pattern and her own desires by refus-
ing the college sultors who want to marry her, Going to
Chicago, she resists the temptations offered by the rich and
socially prominent young men who want to marry her. She feels
she must become a writer--a veritist, of course, after some
advice from a newspaper reporter. Then with thevflare of
old-fagshioned, inexplicable, pure love, she marries the news-
paperman and, as I believe the reader is expected to think,
achieves the freedom and.ability to continue (or rather begin)
her career. It 1s this ending, begging the questions of both
passion and freedom which have been raised by the novel, that
makes the stress upon sex seem non-essential and a;so makes

nonsense of the lntended feminist theme.

88Ahnebrink, p. 87.
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Having almost totally abandoned his economic and
political themes and writing for publication by Stone and
Kimball, two young men who had been touched by the art for

art's sake 1deal, Garland wrote what is generally considered
his best novel. One of the primary reasons for this judg-
ment 1s that Rose 1s the first character in his longer fic-
tion to be bellevable. His achievemént with Rose 1s due
partially to the greater space he devbtes to analysis of her
motives., Although the farm environment of the first third

of the novel 1s made real, Garland makes little aﬁtempt to
link the environment with Rosé‘s will., 1In fact, Rose 1s con-
trasted with her environment. Thus free to make a character
study, Garland, like Ibsen, traced "the moving forces of his
characters, He sees them completely in form and dress, speech
and motive."89 Rose, although clearly ideallzed, becomes com-
plexly realized:

God only knows the temptations which came
to her. She had days when all the (so-called) un-
clean things she had ever seen, all the overheard
words of men's coarse Jests, came back like vultures
to trouble her. Sometimes, when she walked forth of
a 'morning, the sun flamed across the grass with
ineffable beauty. The whole earth was radiant;
every sound was a song; every lithe youth moved like
a god before her, and it was then that something
deep in her, something drawn from generations of
virtuous wives and mothers, saved her from the whirl-
pool of passion.

At such times she felt dimly the enormous
difference between her own nature and that of
Josephine. Josephine's passion was that of a child--

89¢ariand, Crumbling Idols, p. 106.
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while 88rs was that of an imaginative and complex

. Woman,

5 Thgmconquionvof the first paragraph is par?ially that of
ggge{ confused by the recognition of the freedom of nature
and the constrictions on man, and part of it is Garland's
1nsecurity with of fear of his ldeas, but in addition to the
weak assertion that Rose is complex, the quotation 1llus-
trates what Garland attempted to create in Rose. Repulsed
by the "coarse jests" and at the same time doubting whether
the subject 1s really "unclean," Rose sees & natural analogue
to her passion all around her and at the same time inexpli-
cably finds meens to control this passion. This incongruity
1s reflected in her motives and actions: her desire to save
her father from lbneliness and her knowledge that Dutcher's
Coolly wlll destroy her; her passionate desire to accept the
love of the young college man and the knowledge that accept-
ance means renuncilation of her ambitions; her temptation to

~become the belle of the Chicago soclal season and her knowl-

edge that 1t 1s all empty show. This complexity may seem

superficial when compared to Madame Bovary or even A Mummer's
Eigg; but it reflects the best that Garland ever achleved in
extended character development.

Since environment is not hils subject, Garland made

1ittle of the contrast between the western Wisconsin farm and

%Ofanlin Garland, Rose of Dutcher's Coolly (New York:
Harper & Brothers, n. d.3, p. 104, -
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Chicago. The Chicago sectionAof the novel fails, partially
because phe_environment never>becomes.as iqtergsting as that
of”Wisconsin (Chicago lacked that plcturesque quality which
Garland professedly deplored but used consistently) but more
importantly because Garland did not know what the new woman
did when she had étruggled upward to freedom. Thus, almost
as if from desperation, Garland had Rose marry the broad-minded
Journalist. Nothing comes of the theme'of natural as opposed
to unnatural attitudes toward passion. |

It 1s very difficult, even after extensive reading in _

late nineteenth-century fietion, to understand how anyone

could find Rose of Dutcher!'s Cool;y shoéking.' The only pro-
test the novel contalned against the 1deals of the period was
the truhcated theme against the social attitude that woman's '
sole function was marriage. Rose is a good girl in every
sense of the word, and Garland's sympathy and thus that of

the reader is directed toward agfeement With_Rose's values.
Those who see the sexual element as in conflict with Garland's

echoes of Howells in Crumbling Idols seem to me to have iden-

tified themselves a little too fully with the contemporary
readers of the novel. Typicaliof‘Garland's theoretical state-
ments is the following: This literature will not deal with
crime and abnormalities, nor with deceased ZElg? persons. It
will deal, I believe, with the wholesome love of honest men

for honest women, with the heroism of labor, the comradeshilp
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qf:men. . . ."91 The treatment of Rose's passion is "whole-
some"; like Burroughs, Garland felt that such a subject was
gnpartlof truth and deserved treatment. However, Burroughs
was right in belleving that Garland failed to make the sub-
Ject relevant to the Ilnherent théme of the novel, Garland,
even in the best of circumstances such as writing this novel
free from the preséures of both Flower and Gllder, was not
sufficiént master of novélistic form to carry out his Ilmita-

tion of Ibsen. Thus to call Rose of Dutcher's Coolly

Garland's Best novel 1s not really very high pralse.

Rose of Dutcher'stoolly foreshadowed the artistic

future of Garland, the abandonment of realistic experimenta-
tion f&f sentimental and picturesque traditionalism. Howells
recoéhized the flaw in Rose; after praisiné its portrayal of
truth about Wisconsin farm life, he pointed to the failure:
"But along with this valuable truth, there is a strain of
sentimentality which discredits 1t; and the reader is left

in an uncertainty as to the author's meanihg in one essentlal
which 1s at least discomfiting. If fiction 1s to deal with
things hitherto not dealt with in the evélution of character,
it must be explicit.“92 With his.next two years devoted to

IlGariand, Crumbling Idols, p. 28.

92Quoted in Holloway, p. 121. The specific problem
Howells refers to 1s analogous to the sexual mystery in Zury.
Something happened between Rose and her schoolmate Carl which
shocked her father and left a lasting impression on Rose. In
1895, the prudery explaining this mysteriousness is as much
Garland's as it 1s his audience's.
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?ggggyéh\aqd writing of his life of Grant and to rOmanticall&
pilcturesque pieces about the mountain country, Garland ceased
Po_pe’é_qreative force in the growth of reélism. With the
disappearance of his purpose of social protest, there was a
ggpggrreﬁt loss of interest in realistic gubject matter and
techniques.
~ Garland's failure to be a betber artist while he was
writing seriously and his subsequeﬁt‘abandonment of his early
artistic 1deals have been explained in a numbef of ways. Al-
though not a complete'explanation,'l think a major cause was
Garland's failure to declde upon the purpdse of literature,
a fallure made permenent by the inadequate taétes of the
publishers and editors in America in the 1890's, The radical -
protest of a Flower orlthe gentility of a Gilder--these
synbolize the alternatives for Garland, who had to make a
living by his pen. The fallure 6f the fifm of Stone and
Kimball in 1897 symbolized the failure of America to offer
an outlet to the artist}who was neither raking muck nor pur-
veying gentility. Garland had enough insight to recognize
the problem and its results upon himself as artist.

I had the wish to be a kind of social historian

and in the end fell, inevitably, between two stools.

I falled as a reporter, and only half succeeded as

a novelist. : .

What I am saying 1is this: Gilder and his
assoclate, Robert Underwood Johnson, of The Century,
stood for the aristocratic in literature. Along

with Stedman, Howells, Alden, Burlingame, and in
less degree Walter Page, they supported the true
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m&gazine, while McClure, Lorimer, and Bok represent-
ing- the "popular or Journallistic side led the

- all-conquering host which in later years loaded
the néws stands with gaily colored pyramids of
snappy ‘storles and easy-going comment. In the end
the "yellow journal" and the "tabloid daily" circu-
lated in billions.

In the beginning these popular editors were

80 high in mind, so genlal and so persuasive, that
they won me to their plans before I realized my
danger. Page, Bok, Doubleday, Phillips, Lorimer,
and McClure appeared so genuinely interested in me
that 1t was hard not to write to their order, es-
pecially as I was poor-and could only now and again
finish a story which Alden or Gilder considered
worthy of their approval. . . . I claim no alibi.
If I am less guilty then other writers, it 1s only
because I had less ability. My Journalistic efforts
were too feeble, too half-hearted to be of much
gservice., I wrote for McClure's, bug I continued to
visit The Century's literary salon. 3

Perhaps more instructive than the admission of failure is
Garland's inability to recoghize the problem fully. There is
iron& in the advocate of democratic literature upholding the
defendérs of the "aristocratic in literature," but there is
pathos in the realistic Garland's visiting the Century as'a
hgven df artistic 1ldeals. Dream and reality--recognized as
an economic dilemmé in the West--Garland never.fully reallzed
that 1t was the artistic dilemma of the East. Garland was
weak, having neither the_mania for artistic integrity of
Henpy James nor the mania for self-destruction of Stephen
Crane,

"The combination of the themes of soclal protest and

the techniques of the local color realists does not place

936ariand, Roadside Meetings, pp. 342-343,
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(arland in the naturalistic tradition. Only in short stories
and novelettes, in which hils major advance over his prede-
cessors was hils abandonment of the happy ending, was Garland
able to fuse technique and theme to achleve artistic in-
tegrity. In his longer flction, hls ideals were based upon
a rather confusing mixture of English blologlsts and sociold—
gists and French critics, but his techniques were brimarily
those used by Kirkland and others in the same tradition.
Again the dream and reality refuse to coincide: the theme
presents the dream of the ideal soclety cleansed of economic
and political injustice; the techniques restrict the work to
a hopeless conflict between realistic background and romantic
plot with the inevitable happy marriage as the ending.
Garland, 1ike Gissing, did go beYoﬁd his predecessors
in the presentation of the "ignobly decent," "the nether world"
of the midwéstern farmer, the Boston mechanic, and the corrubt
politician. He went beyond Kirkland's realism by letting the
reality he presented gain its3 own effects rather than height-
ening it by stressiﬁg its novelty or comedy. Like Gissing,
he failed to find a consistent technique for characterization:
idealization and objective observation are in constant con-
flict., Like Gissing, Garland found objectivity to be an
unattainable goal. Like Gissing, Garland-Weékened his novels
through his failure to find techniques, a tradition, by means

of which he could create a fusion between purpose and effect,.
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pugnto this failure, Garland as novelist, like Gissing, had
};@yiguinf;uepce and deserved little fame. Unlike Gissing,
ppwgvgp,.Garland turned his failure into the pleasant life
of a commercial writer, There was less competition in the

United States than in England.



CHAPTER V

STEPHEN CRANE: THE TRIUMPH
OF IRONY AS TECHNIQUE

Hamlin Garland, although he has posed many problems to
the literary classifier, offered a tenable solution in his ex-
planation of his choice.of the word "veritism" as a way of
distinguishing himself from "a realist in the sense in which
the followers of Zola used it,"l thus linking himself with the
realism of the local colorists and Howells. Partially because
of the universal recognition of Stephen Crane's (1871-1900)
artistic superiority over Garland and partially because Crane
left no consistent guide to his intentions, both critics and
historians have failed to agree upon the nature of Crane's art
and 1ts place in any single literary tradition. The listing
of movements with which Crane has been identified goes beyond
the artistic movements of the Nineteenth Century; realist,
naturalist, romanticist, symbolist, impressionist, moralist,
nihilist, Christlan, pagan, and gentleman form a rather be-
wlldering 1ist of terms to apply to any single author, but

this 1ist does not exhaust the'names applied to Crane as

lLetter to Eldon C, Hill quoted in Ahnebrink, p. 139.

252
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artist. ‘This general disagreement on how to classify the work
of Crane 1s reflected in the variety of influences which have
bgen suggesped: Twaln, Garland, Howells, James; Bierce, and.
the moral propagandists of the magazines are the most commonly
cited Americans; Kipling, Hardy, Moore, and Conrad are the

. English suggestions; Flaubert, Zola, Maupassant, and Stendhal
are the most mentioned French writers; Tolstoy, Dostoyevsky,
Turgenev, and Chekhov are offered as the most likely Russians.
Mix these elements with a variety of critical approaches--
biographical, psychological, impressionistic, Marxist, and

new critical--and the total effect becomes one of scholarship
gone mad. All of the confusion does lead the student to one
inescapable conclusion: Crane created wofk which is individual
and interesting.

In a life that did not span 29 years and with much of
the creative activity of his adult years devoted to Journalism,
Crane accomplished a great deal besides creating enigmas for
scholars., Spiller suggests that with the republication of
Maggle (1896) "modern American fiction was born";? The Red.
Badge of Courage has been widely acknowledged as one of the

four or five great novels produced by an American in the
Nineteenth Century; and at least six of Crane's short stories

have received that highest encomium of the twentieth-century

2Robert E. Spiller, et al, Literary Hlstory of the
United States (New York: The Macmillan Co., 1960), p. 1022,




254
eritic, "modern." To explain this output from a young man
whose background consisted of a rebellious childhood, brief
and unsatisfactory experiences in two colleges, and a mys-
terious 1ife among New York Bohemians, scholars have been -
forced to the safe and inevitable conclusion that Crane was
a genlus. Accepting this as an adequate explanation of the
relationship between his life and his work, I must 1limit my
attention to Crane's methods in those works of longer fiction
which have been called naturalistic.

Although the works of Crane have been compared with
those of Zola and have been identifled as naturalistic from
the time of their publication, this classification has been
under consistent attack. -The gstandard proof of Crane's

naturalism consists of an extended analysis of Maggie as

naturalism par excellence and a note on George's Mother (1896),

with reservations about its naturalism. It seems logicai,

therefore, to assume that these two books will exhlbit the

"purest" naturalism which Crané achieved, |
Maggle may have been begun in 1891, but the form in

~ which it was printed in 1893 was much different from the con-

ception of 1891; therefore, the Sullivan County'Sketches, first
publiéhed in the New York Tribune during 1892, are not bnly

Crane's first published fiction but are also indicative of a

3Robert Wooster Stallman, Stephen Crane: An Omnlbus
(New York: Alfred A. Knopf, 1952), pp. %-8.
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stage of artistic.development preceding Maggie. Although in
structure and effect these stories exhibit an obvious manipu-
lation for humorous incongruity, mostly bitter, they also
-contain stylistic traits important in Crane's later fictlon.
The first of these 1s the conscious effort to elimlnate
authorial comment in ordér to gain objectivity, and the
second, a resuit of this objectivity, 1is the development of
an incongruity beyond the humorous one of the manipulated plot,
an ironic Incongruity dependent upon the digcrepancy between
the character's view of himself and the reader's view of the
character, It is Interesting to speculate on Crane's philoso-
phy beyond this "ironic study of vanity and conce:&t,"ll but the
consistent confrontation between the characters and the "un-
known" is made meaningless by the contrived humor of the end-
ings.

If one may believe Crane's letter to Lily Brandon
Munroe, probably written in 1894, Crane's rejection of the
style and techniques of The ‘Sullivan County Sketches was a

matter of consclous choice leading %o Improvement:

To speak, to tell you of my success, dear,
is rather more difficult, My career has been more
of a battle than a journey. You know, when I left
you, I renounced the clever school in literature,

It seemed to me that there must be something more in
life than to sit and cudgel one's brains for clever
and witty expedients. So I developed all alone a

M

James B, Colvert, "Structure and Theme in Stephen
Crane's Fiction," Modern Fiction Studies, V (Autumn, 1959),
203. )
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little creed of art which I.thought was a good one.
Later I discovered that my creed was identical with
the one of Howells and Garland and in this way I-
became involved in the beautiful war between those
who say that art i1s man's substitute for nature and
we are the most successful in art when we approach ,
the nearest to nature and truth, and those who say-- -
well, I don't know what they say. They don't, they
can't say much but they fight villianously 45;97
and keep Garland and I /gic/ out of the big maga-
zines. Howells, of course, is too powerful for
them.
If I had kept to my clever, Rudyard-Kipling

style, the road might have been shorter, but, ah, .
it wouldn't be the true road. The two years of
fighting have been well-spent. And now I am almost
at the end of it. This winter fixes me firmly. We
have proved too formidable for them, confound them,
They used to call me "that terrible, young radical,"
but now they are beginning to hem and haw and smile~=-
those very old coons who used to adopt a condescend-
ing alr toward me, There is an irony in the present
situation, that I enjoy, devil take them for & par-
cel of old, coringing, conventionalized hens, In one
magazine office once, the editor kept me walting for
a good long hour and then made a cool apology in a
careless manner that I wouldn't have used upon & dog.
I stopped in at that office the other day to see the
manager and the editor caught sight of me through

_ the door of his office. "Ah, Crane, my dear boy," -
he said, "come in and have a cigar and a chat, I'm
always glad to see you." And he made haste to be
rid of an authoress of some kind who was haggling
with him about a story. The bare-faced o0ld grey-headed
diplomatist, I wondered if he considered that_I had
lost my memory. "No-thanks--I'm in a hurry."d

Searching for a tradition énd caught within the same publishers'

6

trap as Garland, Crane exhibits his critical limitations in

SR. W. Stallman and Lillian Gilkes (eds.), Stephen .
Crane: Letters (London: Peter Owen, 1960), pp. 31-32. ’

6Other than his work for newspapers, The Arena was the
only outlet for Crane's early writing. The editor referred to
in this quotation is McClure, whose handling of The Red Badge
of Courage is famous. Gllder's refusal of Maggle 1s equally
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his equating the theories of Howells and Garland, but that the
ideas of Howells and Garland helped to direct the final form \
PhatAﬂggglg took seems very likely, although the extent to
which Crane understood or wés even interested in their theories
is debatable.7 However, by the end of 1892, Crane had the
literary ideal of truth, a subject--1life in the Bowery, which
he had first conceived in 1891 and then investigated thor-
oughly--and e?en & model for the literary treatment of the
slums--1if not L'Assommoir, certainly some knowledge of Jason
Edwards and the exposé% printed in The Arena. It seems reason-
able, in terms of the 1894 letter about his complete agréement
with Garland and Howells, that Crane shared their ideas on the
moral purpose of the novel as well as thelr desire to avoid
excessive didacticism, But 1t is difficult, if not impossible,
to reconstruct Crane's complete purpose of 1892-93 because
evidence 1s scarce'and contradictory. Since he concelved
Maggle while he was a college boy and since the word recurs
often in his comments on the novel, it seems clear that one of
Crane's purposes was to shock the reader. In several inscrip-
tions to the novel, the following one written in 1895 to the

Reverend Thomas Dixon, Crane made this point and included

famous. Only after the critical success of The Red Badge of
Courage in England did Crane escape the publishing dilemma
by which Garland was trapped.

7The question of the Garland-Crane relationship in
terms of their common choice of impressionism as a device
seems insoluble.
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another important statement of purpose:

It is inevitable that this book will greatly shock
you, but continue, pray, with great courage to the
end, for 1t tries to show that environment is a
tremendous thing in the world, and often shapes
lives regardlessly. If one could prove that
theory, one would make room in Heaven for all
sorts of souls (notably an occasional street

girl) who are not confidegtly expected to be there
by many excellent people.

Perhaps because Crane had changed his ideas on the function
of literature, a letter of 1896 to Catherine Harris fails

to have any of the overtones of social protest which fhe
earlier note exhibits. "I had no other purpose in writing
'Maggie' than to show people to people as they seem to me.
If that be evil, make the most of 1t.,"9 Perhaps it 1s safer
to study the novel than it is to attempt to reconstruct
Crane's intentions.

Printed at Crane's expense in 1893, Maggie: A Girl

of the Streets by Johnston Smith was a novel with a few more

damns and one more character than the 1896 version which forms
the basis for the standard edition.l® As many have noted, the
fable of Maggie Johnson 1s concerned with thé destruction of

the innocent--the story of youth failing to adjust to soclety.

8Stallman and Gilkes, p. 49.
9Ibid., p. 133,

1ORobert Wooster Stallman, "Stephen Crane's Revisions
of Maggie: A Girl of the Streets," American Literature, XXVI
(January, 1955), 528-536.
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But the plot centered on Maggie 1s, as Stallman notes, "a sen-

timental melodrama,"11

and the book is more than the tracing
of Maggie's fate; 1t i1s an environmental study using Maggie
for plot interest.

Many have noted that the novel is "a panorama of im-

pressionistic vignettes,"12

and Joseph X. Brennan, among
othefé, has pointed out ironic and symbolic patterns linking
the episodes.13 Maggle forms a motive for the actions 6f Pete,
Jimmie, and Mary Johnson, buﬁ_only 8ix chapters really center
on Magglie--VI, VII, and VIII;‘tracing the growth of her love
for Pete, and XIV, XV, and XVI, outlining her rejection by
Pete and her family. The climactic éhapter XVII, in which
Crane deplcted the nameless wanderer rejected by men on all
soclal levels, should remind the reader that not Maggie but
trapped womanhood 1s the subject of the chapter. Except for
Chapter XII, which contains a description of another of the
series of drinking places presented in the novel, the re-
mainder of the chapters focus on the family in general, Jimmie,

Mary, or .Pete. 1In other words, the principle of selection is

not based upon the story of the individual Maggie but upon

11
R. W. Stallman, "“Crane's 'Maggie!': A Reassessment,"

Modern Fiction Studies, V (Autumn, 1959), 259.

2
. Ibid., 252.

13Joseph X. Brennan, "Ironic and Symbolic Structure in

g8§n§i% Maggie," Nineteenth Century Fiction, XVI (March, 1962),
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the typicality of the Bowery family, the Bowery bars, and the
Bpwery lover. Interrelating these parts is a patgern of com;
parison and con’crast.14 For instance, in the first two chap-
ters the violence of the street 1s compared with that of the
home; VIII and IX contrast the melodramatic dream and the |
reality of home life; X and XI contrast Jimmie's moral out-
rage with his immoral means of gaining revenge. Like Maugham,15
Crane gained his panoramlc efféect within a severely limited
length, but hints of the broader soclologlcal patterns of
Gissing and Méore are visible in Jimmie's rejecting the girl
on the street as he thinks of the prbblem of his sister and:
in the women's surrounding Pete in the penultimate chapter.

Environment, then, 1s the subject, and the conflict, like that

in Liza of Lambeth, 1s between the confusing forces of the

environment and the individuals of the novel.
"Innocence thwarted and betrayed by environment is the

sum of Maggie,"l6

according to Stallman, and this fact is sup-
ported by Crane's statement to Reverend Dixon, Crane, like
other writers attempting to make environﬁent a fictional
'force, faced the problem of defining the environment, making
itAreal, and showing the interrelation of environment and

character. The predbminaﬁt charécteristic of the environment

Mstaliman, Modern Fiction Studies, V, 252,
15Ma551e probably influenced Liza of Lambeth.
16 '

Stallman, Omnibus, p. 9.
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1n“Ma5gie 1s physical violence. From the opening scene of

nt? the first

Jimmie's defense of "the honour of Rum Alley,
three chapters delineate the pervasiveness of fighting as a
way of 1life. Ironically undercutting the idea of the fight
for honor 1s the fight between Blue Billle and Jimmie, brcken -
up by the parental kicks of Mr.-Johnson. That brutality is
an environmental trailt rather than a personal trait i1s stressed
by the delight and encouragement elicited by the fighters from
the surrounding crowds. Chapter II continues the pattern of
violence: despite Maggle'!s protest at Jimmle's fighting, she
is brutally jerking Tommie, the baby, along with her; Jimmie
"responds to her rebuke b& beating her; the mother physically
attacks the children and the husband. The final scene of
Chapter III is the destructive battle between the two parents,
concluded by unconsciousness, a result of alcohol and exertion.
The children's reaction to their parents! violence 1s cowering
. fear., Having established violence as a major characteristic
of the environment, Crane expanded the brutality beyond its
existence as a simple factual elemenf into a part of the
values of the world of the Bowery. Pete becomes a hero to
Maggie by means of his boasts about his ablility as a fighter,
Jimmie's image of himself 1s dependent upon his ability to
fight. The irony of brutality:as a value becomes explicit

: 17w1lson Follett (ed.), The Work of Stephen Crane
(New York: Russell & Russell, 1963), X, 137. Hereafter re-
ferred to as Work.
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in Jimmie's moral outrage at the ruin of his sister and his
mgthpdrof gaining Justice, the animalistic battle in the bar
in Chapter XI. 1In addition to these dramatic presentations,
the viciousness of the environment 1s stressed through images
and by means of statements of the characters.

Two other characteristics of the environment are pre-
sented concretely. The alcoholism of- the mother and the
drinking of the father both occurrin the opening chapters and

are closely related to the violence exhibited, The elder
Johnson explicitly states the escapist function of alcohol
when he explains his reason for drinking: "My home reg'lar
livin' hell! Why do I come an' drin' whisk' here thish way?
'Cause home reg'lar liVin' hell!"18 Drinking as recreation
and escape is stressed by the brogression of the Pete-Maggie
relétionship: from‘music hall,.through.béer hall, to a bar
whose attractions are both alcohol and women. Pete's drunken
scene among the'women not only climaxes the alcoholic element
of the environment but also sums up the other environmental-
escape--sexual promiscuity. Desplte the subject of prostitu-
tion, this facet of the'novel is presented relatively vaguely,
Pete's desire for Maggie, Jimmle's two girls on opposite sides
of town, and the final juxtaposition of whiskey and women in

Pete's experience in the back room indicate that sex, like

——

Brp14., %, 148.
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whiskey, is a form of escape from the brutality of the environ-
ment, but Jimmie's treatment of his girls, Pete's treatment of
Magglie, and the six prostitutes' abandonment of Pete brove
that sex and brutality are as closely linked as alcohol and
brutality.

Fighting, drinking, fornicating--these are the out-
standing tralts of the environment which affect the charac-
ters. Compared to these elements, the details of the physical
background remain rather vague., One of the relatlvely exten-
give descriptions of environment occurs at the beginning of
Chapter II:

Eventually they entered a dark region where,
from a careening building, a dozen gruesome doorways
gave up loads of babies to the street and the gutter.
A wind of early autumn raised yellow dust from
cobbles and swirled it against a hundred windows.

Long streamers of garments fluttered from fire-escapes.
In all unhandy places there were buckets, brooms, rags,
and bottles. In the street infants played or fought
with other infants or sat stuplidly in the way of
vehicles., Formlidable women, wilth uncombed hair and
disordered dress, gossiped while leaning on railings,
or screamed in frantic quarrels. Withered persons,

in curious postures of submission to something, sat
smoking pipes in obscure corners. A thousand odors

of cooking food came forth to the street., The build-
ing quivered and creaked from Bhe weight of humanity
stamping about in its bowels.l |

The dominant impression created is one of crowdedness and
ugliness, but this impression is not created by a concrete,

organized presentation of the facts but by a series of
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loosely connected sentences, Physical background and in-~

Habitants receive about equal stress in the paragraph, thus
giving the impression that the ﬁeople are suffering from
"submission to sométhing" (environment) but avoiding the
vexing question of how phyéicai environment is defeating
1ts inhabitants. Although the focus is almost alwéys on

people or activity rather than.concrete descriptions of

el

things, the brief descriptlions create a sufficiently

strong impression so that the reader can percelve the contrast
between the disorder of the streets and the Johnson home and
the . order ahd, in one senée, beauty of the bars.

On a corner a glass-fronted bullding shed a
yellow glare upon the pavements. The open mouth of
a saloon called seductively to passengers to enter
and annihilate sorrow or create rage.

The interior of the place was papered in
olive and bronze tints of imitation leather. A
shining bar of counterfelt massiveness extended
down the side of the room. Behind it a great
mahogany-imitation sideboard reached the ceiling.
Upon 1its shelves rested pyramids of shimmering
glasses that were never disturbed. Mirrors set
in the face of the sideboard multiplied them. -
Lemons, oranges, and paper napking, arranged wlth
mathematical precision, sat among the glasses.
Many-hued decanters of liquor'perched at regular
intervals on the lower shelves. A nickel-plated

2oAl’chough not as often commented upon as the strik-
ing images created by Crane, the organization of descriptive
paragraphs such as this one is as important to Crane's im-
pressionistic effects as the startling images.

211f those who. find a carefully planned, coherent
pattern of images in the book are correct, the oft-repeated
"gruesome doorways" must be the outstanding characteristic
of the environment.
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cash-reglster occupied a place in ﬁhe exact centre

of the general effect. The elementary senses of

it all segged to be opulence and geometrical

accuracy.
In addition to the first paragraph stressing alcohol as a
means of eécapeAand linking it with brutality, the passage em;
phasizes lightnéss,.color, order, all elements missing from
Rum Alley; obvious here is another link in the structure of
comparison~contrast., Unlike Maugham, who takes aﬁay'the
apparenf vaiue of his characters by obvious humorous irony,
Crane makes the>reader understand that the escape to the bar
is inadequate by the more sqbtle irony'of the'inherent con-
© trast between the apparent and the real. By the repetition .
of "imitation," the use of “couﬁterfeit,“ and the stress ubon
the lack of function of those things which aré in perfect
ofder, Crane's irony becomés clear, but not obtrugively so,
- The brutality of the street moving into the order of the bar
with the fight which follows this passage makes the apparent
contrast between'thq street and thg bar disappear, In another
famous descriptive scene, Chapter XVII where the lmpression
rendered 1s of movement through every environmental level of
the city, the effect i1s gained through a description of name-
less men and a movement from light to dark, not through con-
crete describtions of the environment.

It is, of course, generally recognized that Crane,

22Work, X, 181.
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likevMaughaﬁ and Garland, 1s an impressionist., Certain facets
of Crane's impressionistic creatibn of environment have not
been generally recognized. The concrete background is lightly
sketched, mostly in terms of people, through two superficially
contrasted elements of the Bowery world--the street,.including
the building in which the Johnsons live, and the bars. The
contrasts inherent in the description of these two elements
make the description more functional than it would otherwise
bé; their relationship through contrast makes them elucidate
each other, As the reader sees the bars more concretely, he
1s also made to see the world outside the bars. Thus an
écdnomy of description is achieved.v But both in the descrip-
tion and in the action of the novel, the apparent contrast
between the street world and the bar world is ironically
shown to have no réal basis so that the outside world and
the world of escape become identical. At the end of
Chapter XVIII, the darkness, the viciousness, the stench,
the disorder of the outside world have engulfed Pete in the
back room of the bar; Pete 1s analogous to the exhausted
Johnsons in their room at the end of Chépter III.
' The woman of audacity and brilliance stayed

behind, taking up the bills and stuffing them Iinto a

deep, irregularly shaped pocket. A guttural snore

from the recumbent man caused her to turn and look

- down at him. She laughed. "What a fool!" she said
and went,

The smoke from the lamps settled heavily
down in the little compartment, obscuring the way
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.out. The smell of oil, stifling in its intensity,
pervaded the air. The wine from an overturned glass
gziﬁ?gg softly down upon the blotches on the man's
Thus Maggle contalns relatively little concrete description,
but that which 1t does contain has an ironic intensity which
not only furnishes a feelihg of the sordid, ugly environment
but also cdntributes to movement and unity of structure.

The questlon of how this physical environment affects
the characters is a difficult one, To show the link between
the Bowery environment and the viciopsness, alcohollsm, and
sexual promiscuity is, according to Crane's early comments,
part of his intention. It 1s significant that Crane rejected
Garland's economic explanation; economic repression, although
implied in the ugliness of phe environment and Maggie's
suicide, 1s never made_ver& real, In fact, there is no real
logical 1link between the physical background and the action
of the characéers; yet all of the critics who have pecognized
a deterministic study of environment in Maggie are not mis-
reading the book., Although the descriptions of the.Bowery,
which I have outlined above, are integral parts of the novél,
they do not define the effective environment, The destructive
nature of the environment does not depend upon a sense of place
but the nature of people. The relatively great amount of de-

scription devoted to characters, both named and unnamed,

231pia., X, 215.



268

supports this observation. Chapter'IX, whose function is to
show the contrast between the "transcendental realism“zh of |
the melodrama seen by Maggie in Chapter VIII and the reality
of Rum Alley, exhibits an example of the presentation of the

- deterministic environment of the novel:

A group of urchins were intent upon the side
door. of a saloon. Expectancy gleamed from thelr eyes.
They were twisting their fingers in excitement.

"Here she comes!" yelled one of them suddenly. The
group of urchins burst instantly asunder and its in-
dividual fragments were spread in a wide, respectable
half-circle about the point of interest. The saloon
door opened with a crash, and the figure of a woman
appeared upon the threshold. Her gray hair fell in
knotted masses about her shoulders. Her face was
crimsoned and wet with perspiration. Her eyes had

a rolling glare. "Not a cent more of me money will
yehs get--not a red! I spent me money here for t'ree
years, an' now yehs tells me yeh'll sell me no more
stuff! Go fall on yerself, Johnnle Murckre! 'Dis-
turbance'? Disturbance be blowed! Go fall on
yerself, Johnnie--"25

The boys attack the drunken woman and she curses the épectators.
Mary Johnson arrives homé only to fight with her son. The
ugliness, the drunkenness, the violence are here, but they
expand beyond the individual to be reflected in the vicious-
ness of the children and the oaths and missiles of the neigh-
‘bors. The environment which entraps Maggle, Jimmie, and all

of the characters is oné of people without usable values. The
~question of how the physical surroundings of the Bowery shapes

fate may go unanswered, but by limiting his subject to a group

2h1p14., X, 171.
251bid., X, 173.
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of people isolated in a single area, Crane achleves the effect
of environmerital determinism.

The novel contains two means of characterization, one
dependent on exterior description and dramatization and one
combining these means with internal analysis. Crane never
enters the minds of the elder Johnsons or any of the minor
" characters; the reader_ié allowed to see the inner motives of
only Maggie, Jimmie, and in one place Pete. Pete is not only
a necessary device for forwarding the plot centering on the
fall of Maggie but also a complete representative of the
milieu, an amalgamation of the violence, drunkenness, and
sexuality which determine the environment., Pete, as typical
young man, 1s not a compiex character, but even in his charac-
terization, the basic conflict of all the major characters is
visible, This conflict 1s noticeable in the introduction of
Pete, a passage which illustrates Crane's technique of remain-
ing outside the character and yet showing the character's
motivation:

Down the avenue came boastfully sauntering
a lad of sixteen years, although the chronic sneer
of an ideal manhood already sat on his lips. His
hat was tipped over his eye with an air of challenge.
Between his teeth .a clgar-stump was tilted at the
angle of defiance. He walked with a certain swing
of the shoulders which appalled the timid. He
glanced -over into the vacant lot in which the little
raving boys from Devil's Row seethed about the
shrieking and tearful child from Rum Alley.

"Gee!" he murmured with interest, "a scrap,

Gee!"™ He strode over to the cursing circle, swinging
~ his shoulders in a manner which denoted that he held
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victory in his fists. He approached at the back

of one of the most deeply engaged of the Devil's

Row children. "Ah, what d' hell," he said, and

smote ghe deeply engaged one on the back of the

head . 2
Although the sarcasm of "ideal manhood" strikes a false note
of authorial comment, the other elements of the passage, all
visible to an outsider, emphasize Pete's pride in his strength,
his toughness., But forming a contrast to the final curse 1s

27 a contrast between overt world-

the innocent-sounding "Gee,"
liness and internal insecurity, a conflict which characterizes
Pete throughout the novel. His lnsecurlity demands the support
of sexual mastery: "Fete took note of Maggie. 'Say, Mag,

I'm stuck on yer shape. It's outa sight. . . 28 Hs wish
to become better in his own eyes thrdugh convincing the world
of his masculine sophisticatlien 1s shown by his abandoning
Maggle for Neli and his finél drunken plea for acceptance from
the six prostitutes. Analogous to the incongruous innocence

intimated by the "Gee" of the above passage 1s the introduction

of a value which apparently has no place in the Bowery world.

61p14., X, 138-139.

27Perhaps "Gee" sounds more innocent to the current
reader than to the reader of the Nineties; however, consider-
ing the uproar caused by the profanity used in the novel, I
suspect the contrast between the privately murmured "Gee'
and the publicly announced "hell" was intentional.

28W0Pks, X, 160,

———————"
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In Chapter XVI, devoted to Pete's rejection of Maggie, the re-

current word is respectablility.

In this chapter, for the first time, Crane resopted
to analysis in the characterization of Pete, I feel that the
analysis is artistically weak because it 1s unnecessafy:
Pete's self-Justifiﬁation simply repeats what the careful
reader already knows and, in addition, reduces Pete's role
from that of inverted hero, the Bowery representative of the
traditional romantic lover, to pathetic boy. But Crane's
mistake, if it 1s one, elucidates his purpose with a kind
of glaring clarity. The opening paragraphs of the chapter
repeat the pattern of mixed toughness and insecurity:

Pete did not consider that he had ruined
Maggie. If he had thought that her soul could
never smile again, he would have belleved the
mother and brother, who were pyrotechnic over
the affalr, to be responsible for it, Besides, in
his world, souls did not insist upon being able to
smile. "What d' hell?"

He felt a trifle entangled. It distressed
him. Revelations and scenes might bring upon him
‘the wrath of the owner of the saloon, who insisted
upon respectability of an advanced type. "What do
they want to raise such a smoke about it fer?"
demanded he of himself, disgusted with the attitude
~of the family, He saw no necessity that people
should lose their equilibrium merely because their
sister or their daughter had stayed away from home.
Searching about in his mind for possible reasons
for their conduct, he came upon the conclusion that
Maggie's motives were correct, but that the twg
others wished to snare him, He felt pursued

°91p1d., X, 20k,
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Attempting to escape from the contemplation of this problem,
Pete occupies himself "With lingering thoughts of the woman

of brilliance and audacity. . . ."3°

The purpose of - the quota-
tion is to remove any possibility of the reader's Judging

Pete by traditional moral standards. A traditional villain
must be self-conscious; Pete 1s not, The point 1s that, al-
though Pete's actions héve led to the destruction of an inno-
cent girl, he is not to be judged as a villain but, like
Maggle, as a morally confused human being. The other function
of this passage, as well as the chapter as a whole, is to de-
velop the irony 1n Pete's bglief in barroom respectability and
his ignorance of the ideal of familial respectability.' When
Maggie appears, he can send her away with the Justified ouﬁ—
rage of the businessman whose respectability is being
threatened. The‘sqene between Pete and Maggle closes with
"10h, go to hell!' cried he. He slammed the door furiously
and returned, with an air of relief, to hils respectability."31
But the larger irony, the irony which pervades the novel, is
that this ideal of respectabllity is-a norm from outside the
environment, a middle-class norm which, as in Pete's rejection
‘ of Maggie in pursuance of 1it, i1s destruétive. Pete remains a

simple character, lacking in incongruity, despite his

301pi4., X, 205.
3l1p14., X, 207.




273

inconsistencies. Seeking growth, he can find no adequate
means to achleve personal growth within the values of the
environment in which he lives,

Complementary to Pete as a force leading to Maggle's
fall is Mary Johnson, the mother whose drunken.brutality
forces Maggle to dream of .an escape from home. She, like
Pete, has two sldes to her simple character:_

The mother sat blinking at them. She de-

livered reproaches, swallowed potatoes, and drank

-from a yellow-brown bottle., After a time her mood

changed, and she wept as she carrled little Tommie

into another room and laid him to sleep, with his

fists doubled, in an old quilt of faded red-and-green

-~ grandeur, Then she came and moaned by the stove,

She rocked to and fro upon a chair, shedding tears

and crooning miserably to the two children about 0

their "poor mother" and "yer fader, damn 'is soul."3
Although grotesque in her viéiousness, she, too, has a senti-
mental, insecure element in her'character, most usually vis-
ible as drunken bathos. But beneath her brutality and her
drunken actions, she retains an incongruous ideal of respect-
ability which is instrumental in driving Maggie from home.
Maggie leaves only after Mary has forced the issue: "Yeh've
gone t' d' devil, Mag Johnson, yehs knows yehs have gone t!
d' devil, Yer a disgrace tf yer people, An' now, git out
an' go ahn wid dat doe-facedAJude of yours. Go wid him,
curse yeh, an' a good riddance. Go,‘an' see how yeh lilkes

it."33 The mother repeats her moral rejection of Maggie after

32Ibid., X, 145-146,

33Ibid., X, 176-177.
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Pete has abandoned.her daughter, and of course, her actions in
the final chapter stress again the incongruity between her
1ife and her values, First her reaction to Maggle's death 1s
simply sentimental: “When she finished her coffee she began
to weep. 'I kin remember when her two feet were no bigger
dan yer t'umb, and she weared worsted boots, ! moaned she."34.
When in the closing lines "in an agony of grief" Mary screams, -
"Oh, yes, I'll fergive her! I'11 fergive her!"35 there 1is no
conscious hypocrisy. The ironies are so numerous that it 1is
difficult to mentioh'them all., Among the most often noted

are the useless forgiveness after a death caused by the -
mother ‘s fallure to forgive while Maggie was alive and the
forgiver's much greater guilt than the forgiven. The latter
irony is. inevitably felt, but it is beside the point: al-
though Crane never allowed Mary the self- Justification that

he allowed Pete, she 1s no more guilty of Maggie 8 death than
Pete, Jimmie, or the unﬁamed minister, The functional irony
in this last scene 1s its emphasis of respectability, Christian
virtue, and Christian forgiveness in a world in which these
values have no place, Like Pete, Mary Johnson is ultimately
destructive because of her adherence to middle class and,
finally, Christian norms. A simple character, Mary Johnson

is trapped in the reality of the Bowery but equally trapped

Mpig., x, 216.

351p14., X, 218.
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by &n 1ldeal of something better.

Jimmie Johnson, to whose character more analysis is
devoted than tb any other in the novel, 1s Crane's most am-
bitious characterization and his greatest fallure in Maggie.
It is through Jimmie that Crane developed his Darwinian
theme--the survival of'the fittest through the adJustment to
environment--through thé contrast between Jimmie's survival
and Maggie's death and that he stressed the valuelessness
inherent in the Bowery environment--"He became so sharp that
he believed in nothing."36 In Jimmie, Crane tried hardest to
achieve incongruity of chgracterization. In Chapter IV, de-
voted to an analysis of Jimmlie, the weakness 1is apparent in
the uncertainty of tone and the inconsistencies, which reflect,
finally, confusion rather than‘complexity.37, The final two

paragraphs of thé chapter, in their emphasis upon violence

B1p14., X, 153.

. 37At this stage of his development, Crane's technique
was Iinadequate to present simultaneously Jimmie's vision of
himself and the. ironic picture from above showing how the
reader should evaluate Jimmle's thoughts. As in Maugham's
attempt at this, the irony too often has a comic effect; for
instance, "When they would thrust at, or parry, the nose of
his champing horses, making them swing their heads and move
their feet, and thus disturbing a stolid, dreamy repose, he
gwore at the men as fools, for he himself could perceive
that Providence had caused it to be clearly written that
he and his team had the inalienable right to stand in
the proper path of the sun-chariot and, if they so minded,
tohobstruct 1ts mission or take a wheel off." Work, X,
154-155,
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and sex, link Jimmie to his ehvironment; they also attempt to
develop the complexity of his character,

When Jimmie was a little boy he began to be
arrested. Before he reached a great age, he had a
fair record. He developed too great a tendency to
c¢limb down from his truck and fight with other
drivers. He had been in quite a number of fights,
and in some general barroom rows that had become
known to the police, Once he had been arrested
for assaulting a chinaman., Two women in different
parts of the clty, and entirely unknown to each
other, caused him considerable annoyance by break-
ing forth, simultaneously, at fateful intervals,
into wailings about marriage and support and in-
fants., :
Neverthele3s, he had, on a certain star-lit
evening, said wonderingly and quite rggerently,
"Deh moon looks like hell, don't it?"

But4Crane was unable to develop Jimmie as both adjusted to his
ugly environment and filled with admiration for natural beauty.
The conflict in- Jimmle emerges as that of both Pete and Mary--
personal action based upon the amoral standards of the en-
vironment and a sélfiéh morality based upon ideals outside

the environment. Sometimes this is comic: "Jimmie had an
idea 1t wasn't commén courtesy for a friend to come to one's
home and ruin one's sister, But he was not sure how much

Pete knew about the rules of politeness,"39 or "He was trying
to formulate a theory thatAhe had always unconsclously held,
that all sisters excepting his own could, advisedly, be

g, o

ruine In relation to Maggie he reacts with his mother's

381p1d., X, 155-156.
391bid., X, 177.
H01p14., X, 180.
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ideal of respectability, as when Maggle makes her last appear-
ance at home: "Rédiant virtue sat upon his brow, and his re-
pelling héﬁds expressed horror of cont;am:tnatioﬁ."41 Ultimately
all the analysis éf ﬁimmie is almost functionlegs, for he
finally exists as a simple character reflecting both amoral
reality and the ideal of useless standards. In the last
chaptef, "the soiled, unshaven man}'42 announcing calmly the
death of Maggile, has become the perfect representative of the
environment, but thils involves no real‘change in character
since Jimmie has always had this role. It seems to me that
Crane had greater plans than this for Jimmie, but he found no
satisfactory way to carry them out.

Although Stallman does not prove that Madame Bovary

was the "inspirational source" of Maggie43 any more than

Ahnebrink proves L'Assommoir as direct 1nf1uence,44 certalnly
Maggie's fall through the pursult of romantlc dreams is within
the pattern initiated by Flaubert. Maggie 1s not finally very
much like Madame Bovary, however; she exhibits none of Emma's
1ﬁcongruity springing from complexity of motivation and change

of character but 1s rather the good girl led astray. Maggle

Mlipia., x, 203.

Y21114., X, 216,

435ta1iman, Modern Fiction Studles, V, 253-256.
Lh '

Ahnebrink, pp. 251-264,
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"blossomed in a mud puddle"L15

not only in terms of physical
beauty but also in terms of human goodness. Unfortunately

her environment furnishes her adequate materials for dreams,
but it offers her inadequate means to fulfill these dreams; in
fact 1t offers no critical standard so that elegance is
equated with the romantic ideal. Thus~Pete seems to 6ffer :

a means to her goal: "Maé;ié perceived that here was the
idéal man. Her dim thoughts were often searching for far-away
lands where the 1little hills sing together in the morning.
Under the trees of her dream-gardens there had always walked
nl6

a lover, The arrival of Pete gives her the perspective

to see the ugliness of her home, the boredom of the factary,
and her loneliness.: Not only her morality but also her dream
of happiness is reflected in thg cheap melodramas she wit-
nesses,

Maggle always departed with raised spirits
from these 'melodramas. She rejoiced at the way in
which the poor and Vvirtuous eventually overcame the
wealthy and wicked. The theatre made her think.

She wondered if the culture and refinement she had
seen imitated, perhaps grotesquely, by the heroilne
on the stage, could be acquired by a girl who 11veﬁ
in a tenement house and worked in a shirt factory. 7

Yiork, X, 156.

aélbid., X, 159.

u7Ib1d., X, 172-173. The "perhaps grotesquely”" is an
example of Crane's technical fumbling. After three paragraphs
of ironic analysis of the melodrama in which the plays are
made too clearly silly in thelr lack of realism,' Crane ap-
parently thought he had to make the point again in thils para- .
graph devoted to Maggie's thoughts. The phrase is confusing
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Maggie's story 1s one of dreams being crushed by reality.

Crane achieved the effect of inevitabllity through the
action of external forces in the destruction of Maggie. Her
initial error in choosing Pete, a mis@ake made possible by the.
limitations of her environment, 1is the only one of her actions
which depends upén Maggie's volition, Each step toward sulcide
is determined by the characters who represent forces in -her
environment., Although she shrinks from the prostitutes she
sees in the bars, the refusal of lover, minister, mother, and
brother to offer a refugé drives her to proétitutipn. Her
decision in favor of suicide is 1efﬁ unamlyzed, 5ut the effect
of Chapter XVII, describing the nameless girl's vﬁyage through
all levels of soclety, is that suicide is caused by loneliness
rather than economic privation; again rejection by others
rather than free choice‘is stressed. By the simple expedient
of withdrawing from Maggie's mind, Crane achieved the effect
of inevitability.

The simplicity of chafacterization—-good girl driven
to destruction by bad people--is the ‘element which has caused
Stallman and others to call the plot "sentimental melodrama." -
That this is the final effect of the novel 1s, I think, un-

denlable, but it was not the intended effect. As I have

since if Maggle thinks it she is. stepping out of character
and if Crane inserts it the phrase interrupts the purpose of
the paragraph.
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pointed out, Crane tried very hard—~sometimes too hard--to
remove the effect of moral black and white in his characteriza-
tion by stressing that Pete, Jimmie, and Mary are neither aware
of nor morally responsible for their actions. However,

Crane's adherence to ironic internal conflict in essentially .
consistent characters rather than the development of truly
incongruous motives not only leaves overtones of melodrama

but also leads Cady to assert that Mgggig is not a naturalistic
novel because "all three of Maggie's antagonists . . . do

nh8 As I have

literally make ethical choices which damn her,
suggested before, the best technique to create the effect of
environmental determinism is to show change of character due

to change of environment. Although I think Crane atﬂempted
this in Jimmie, Jimmie exhibits no more change than Pete or
Mary. Crane also paid a rather high price for a sense of in-
evitabllity through his withdrawal from further internal
analysis of Maggie; the reader is allowed to assume that Magéie
remains essentially good despite her descent into the most de-
graded level of pfostitution. Thus in relation to the morally
good Maggie, all of the other characters appear to be evil.
Since one of Crane's announced purposes was to show the effect

of environment, I believe it is valid to call the methods of

characterization the weakest element in Maggie.

48Edwin'H. Cady, Stephen Crane (New York: Twayne
Publishers, Inc., 1962), p. 110.
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Almost all critics agree that Maggie finally avoids
being sentimental melodrama, and most people name Crane's
irony as the device which saves it. Since irony is the best
defense against excegsive emotlon, there can be little argu-
ment with this insight. In é book whose value depends upon
irony, 1t 1s important to understand how the ironic effects
are gained and what they contribute to the novel. As one
critic notes, "In Maggie . . . the irony is so all-pervasive,
ranging from the lnversion of a single word or phrase to the
thematic ldea itself, that it i1s at once the most striking
and yet most elusive aspect of the novel."ug Having already
1llustrated irony of statement and several instances of irony
of situation, I shall 1imit my discussion to the techniques
and effects of the structural irony.

Ignoring for the moment the interrelationships be-
tween the individual chapters in order to determine the over-
all structure in the novel, I find three fairly homogeneous
sections focusing on four main characters, The first nine
chapters establish the environment, characterize the four
people, and introduce the plot conflict in the form of the
meeting of Pete and Maggie; the ninth chapter 1is climactic
as Maggle is forced to leave home., Chapters X through XVII
trace the disintegration of the Pete-Maggle affair and the
reaction of the family; the last three chapters of this

49Brennan, Nineteenth Century Fiction, XVI, 304.
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section repeat the pattern of rejection, including rejection
by family, Pete, man of God, and the men of ﬁhe city, and are
climaxed by Maggie's death.i The final two chapters show the
degradation of Pete and Jimmie and the forgiveness of the
mother. Most commentators see these last two chapters as
additiopa Yo the story of Maggle designed to prove that the
power of environment is omnipotent, snaring the bad as well as
the good. They do, of course, function in this way, but in
this panoramic novel, they are not ac¢ditions but are inherent
to the structure since the environment as a whole, as repre-
sented by four people, is the center of interest. The last
two chapters, however, have a further function.

Maggie is central to the story because she 1s the only
one who actively strives to go beyond the Bowery environment,
It is proof of the repressive nature of the environment that
the only available means to gain her romantic goal 1s sex, and
sexuality, like brutality and drunkenness, leads downward, not
upward. Crane's characterization and plot seem anything but
revolutionary--good girl makes sexual mistake and 1s punished,
a movement which completely safisfies the expectations of the
moral reader. But Crane's care in removing_villainy as a
moﬁive for Pete and Jimmie indicates that this is not the
point, and Crane's task throughout the novel and éspecially
in the last two chapters is to reassure the reader that this

is not the point. After the concrete picture of the human
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environment in which Maggie lives, the reader expects her to
desire to escape. The irony can be described in this way:
Maggie must choose between what the reader considers two un-
satisfactory modes of life--Rum Alley with her family or the
world of bars with Pete; sympathizing with Maggile's moral
dilemma, the reader is shocked in Chapter IX to find his moral
ideal presented by Mary Johnson, and the rigidity of this
1deal is stressed by Mary's ordering Maggle to leave, This
moral shock is reinforced by the structure of Chapter IX:

Mary is kicked out of a bar, taunted by childreﬁ, gpied on by
neighbors, and finally brutally controlled by Jimmie, Only the
totally insensitive reader could miss the incongruilty between
Mary's action and the norm by which she Judges Maggie. The
same ironic pattern structures the second section of the book.
Still sympathetic with Maggie, the reader 1s shocked to find
both Jimmie and Mary upholding the reader's ideal of respect-
ability at the expense of Maggie. The irony is again em-
phasized, almost too obviously in Chapter XV, which opens with

Jimmie's rejection of "the forlorn woman"2°

Hattie on pre-
cisely the same grounds that Pete uses to reject Maggie, and
continues with Jimmie's virtuous exhibition of horror at
Maggie. The major ironies of Chapter XVI are at least three:

the reader is shocked to find that Pete can Justify his

5OWork, X, 201,
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actions; he is even more shocked at the grounds Pete uses to
reject Maggle--respectability; and finally, he is shocked when

in desperation Maggle seeks "the grace of God,"51

only to be
once more rejected by his representative: "But as the girl
accosted him he made a convulsive movement and save his re-
spectability by a vigorous side-step. He did not risk it to
save a soul. For how was he to know that there was a soul
before him that needed saving?"52 .Again in a complex set of
ironic events, the reader's values have been claimed by the
selfish characters and turned into a weapon against the
character with whom the reader sympathlzes, With Maggie's su-
icide, the fable of the destruction of innocence is complete
and the ironic theme seems clear: in the world of the Bowery,
the norm of respectability is more destructive than brutality,
drunkenness, and séx.

But desiriﬁg to shock, Crane, like Moore in A Mummer's

Wife and Maugham in Liza of Lambeth, has to try to make sure

that the morally oriented reader would not feel that Maggle's
death was a support to the traditional novelistic morality
that sexual sin is punished. He attempted to make this point
in Chapter XVIII in a number of ironic ways. First, Pete is
shown as non-villainous in a far more effective way than he

had been in the earlier chapter in which his motives were

Sl1pid., X, 207.
521pid.
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analyzed, Pete, the sentimental drunk, seeking desperately for
affection, self-esteem, escape through the whiskey and the six
prostitutes, 1s both pathetic and despicable, but not villain-
ous. The irony does not interfere witﬁ Pete's sincerity in

the following: "He laid stress upon the purity of hils motives
in all dealings with men of the world, and spoke of the fervour
of his friendship for those who were amiable."53 Maggie's death
has made no impression on Pete, but his own fate, rejection by
thé women, is analogohs to his rejection of Maggie. "The

woman of audacity and brilliance,“54 pausing to take Pete's
money and call him a fool, proves that Maggie's flaw was not
turning to prostitution but being an inefficient prostitute,
The scene, containing only non-respectable characters and
actlons, underscores the theme of the uselessness of respect-
ability. The irony of Chapter XIX also makes Maggle's death
meaningless. For the first time, the religious imagery which
has permeated the book becomes focused through the presenta-
tion of the motif of Christian forgiveness, and the destruc-
tive moral ideal of respectabllity becomes assoclated with a
futile Christianity. The final sentimental orgy of Mary
Johnson and the "choir“55 of neighbors in praise of respect-

ability and Christian forgiveness 1s a worship of precisely

53Ibid., X, 212,

54
5 Ibid., X, 215,

551bid., X, 218,

——
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those forces which destroyed Maggie. No matter how strong
the reader's sense of morality and respectability, he can no
longer look upon Maggle's death as a plece of poetic Justice
in the face of this final scene éf unconscious hypocrisy.
The destructive forces of the novel have taken over the
reader's moral position, thus forcing him to reevaluate
his standards. v

The technique Crane used to achieve this effect de-
bends upon objectivity of treatment. Crane never overtly
comments upon the action and seldom makes moral judgments.
His method is Juxtaposition of incongruous scenes, creating
an ironic attack upon false morality by showing the moral
attitude and then either showing the character's unconscious
hypocrisy or the disastrous effects of applYipg the moral norm.
Although, as in his analysis of the melodramas and in some of
the descriptions of the crowds in bars, Crane cannot refrain
from either overt comment or such obvious irony that it Serves
as overt statement, these analyses are usually based upon
aesthetic rather than moral grounds. A sentence like "Unmis-
takably bad men evinced an apparently sincere admiration for

56

virtue,"”” which describes the audience at the melodrama, is
about as close as Crane came in this novel to overt statement
of the moral problem, and even here his conscious desire for

objectivity is visible in "apparently." The objective

' 561b1d., X, 172.
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technique reflects an apparent bbjectivity toward values and
makes the values of the author concretely effective becagse
the valueé are exhibited in the structure rather than by means
of statements. However, Crane's achievement in attaining
objectivity toward values is not equalled by his impartiality
toward characters, Despite his repeated attempts in his
structure to show that Mary, Pete, and Jimmie are confused,
not evil, their final effect is one of hypocritic villainy,
an effect which weakens the complex theme.

Walcutt has summed up the theme of the novel, although
I would substitute the for the first word in hié.statement:
"A dominant idea which grows from this landscape of hysteria
'is that these people are victimlzed by their ideas of moral
propriety which are so utterly inapplicable to their lives
that they constitute a social insanity."! The central con-
flict in the novel 1is not between the individual and the
active forces of his environment--brutality, drunkenness,
and sexual promiscuity--although certainly the presentnation
of these elements supports most of the motivation. The real
conflict is between the individual who must act within the |
framework of these Bowery conditions and an extraneous
morality which can only be destructive when applied to this
world of force and escape. The novel exists as an attack upon

inapplicable traditional moral ideals. A problem, both in

57Walcutt, p. 69,
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terms of this novel and in terms of Crane's career, is the ex-
tent of this attack. Was Crane attacking respectabilitylas a
" value in the nether world or was he rejecting traditional

" morallity altogether? 1In othef wérds, what was his basis of
criticism of respectabiiity and Christianity? .Cady answers
the question in the following fashion: "any reader who
congratulates himself that moral obtuseness and arrogance'
are confined to Rum Alley is incautious. He 1s dealing with
a writer whom intimations of naturalilsm had reached, nobody
knows how, 4But he is also dealing with an outraged Christian
in agonies of doubt and rebellion against the plous smugness

u58 There is 1ittle more

of non-Christian conventionalities,
basis in the novel for this reading than for that which asserts
that its theme is a rejection of all values on all social
1e§els. Exactly where the positive values lie is a critical
problem in most of Crane's novels as well as in many works of
other ironic writers.. I suggest ﬁhat in this novel whose
setting is strictly limited to one environment one should ndt
look beyond the setting'for the positive values., It should
also be expected thaf‘the presentation of these values should
be ironic., Although the book is not without non-functional

elements, "the gnarled old woman"9? who appears three times

should have a function. One function 1s that she presents a

8gady, p. 110.

%%ork, X, 20,
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contrast to the chorus-like comments, based upon the norm of
respectability, of the other inhabitants of the bullding in
which the Johnsons live, In the first description of her,
she appears as an epitome of Rum Alley--ugly, brutal, alco-
holic:

The 0ld woman was a gnarled and leathery
personage who could don at will an expression of
great virtue. She possessed a small music box
capable of one tune, and a collection of "God
bless yeh's" pitched in assorted keys of fervency,
Each day she took a position upon the stones of
Fifth Avenue, where she crooked her legs under
her and crouched, immovable and hideous, like an
idol. She received daily a small sum in pennies.
It was contributed, for the most part, by persons
who did not make their homes in that vicinity.
Once, when a lady had dropped her purse-on the
sldewalk, the gnarled woman had grabbed it and
smuggled it with great dexterity beneath her
cloak, When she was arrested she had cursed the
lady into a partial swoon, .and with her aged
limbs, twisted with rheumatism, had kicked the
breath out of a huge policeman whose conduct
upon that occasion she geferred to when she saild,
"The police, damn 'em!"00

But desplte the lack of beauty communicated by the descripti
the o0ld woman befriends Jimmie, when he flees the violence o
his home, and offers him a place to sleep for the night. In
her second appearance, she accosts Jimmie with the story of
Maggle's crying and begging Pete to declare hils love, an
action which the woman finds "deh funnies' t'ing I ever saw,

Although her description leads Jimmie to form his plan for

on,

f

n61

6OIbid., X, 147,

61
Ibid., X, 177.
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N

revenge, the old woman, who closes her story by emitting "a-

laugh that was like a prophetic croak,"62 is both aware of the

danger and conscious of the ludicrousness of love in the Bowery
world. Aﬂd then at the family's final rejection, Maggie meets
| n63

"the gnarled old woman who possessed the music box, and the
woman offers her refuge: "So , . . 'ere yehs are back again,
are yehs? And dey've kicked yehs out? Well, come in an' stay
wid me t'night., I ain' got no moral standin'."64 The woman
offers nothing hopeful to emulate, but her rejection of the
moral ideals of respectabllity and her humanity toward Jimmie
and Maggie.make her the only positive force in the novél. Her
presence, 1t seems to me,'reStricts the theme to the world of
the Bowery: the ugliness and brutality afe inevitable, but
the exercise of human kindness and understanding, which can
come only with the rejection of the rigid, false ideal of
"moral standin'," is useful in this milieu. The basis of the
moral criticism of the novel is not'the values of scientific
evolution but the ideals of basic humanitarianism. Crane had

not yet become a commentator on the cosmic questions of his

poems or, perhaps, The Red Badge of Courage; his theme is as

narrow as his setting.

621414., X, 178.
031p1d., X, 20b.

6uIbid.
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In subject matter, structure, theme, and several tech-

niques, Maggie: A Girl of the Streets is much like A Mummer's

Wife and Liza of Lambeth. Structure and objective tone are

fused to create a pattern of moral shock whose effect presents

the theme of the rejection of traditional values within the

environment of the Bowery, Crane's failure to achileve in-
congruity of characterization separates him from his natural-
istic predecessors and the realistic tradition in which Howells
was workirg and also weakens the novel. This weakness and the
absence of a discernible evolutionary ethic have caused
several historians to place the novel outside the naturalistic
tradition. I believe the novel exhibits a consistent effort

| on Crane's part to achieve effects through the téchniQues
used by the naturalists; that characterization fails through
oversimplification simply proves that even genius requifes
training., For the first time in America, realistic protest
literature was created in which not economic or general
social conditlons but traditional moral patterns are attacked.

i Crane was not simply an imitator, if he imitated at

all, but a contributor to the naturalistic tradition. He
showed the possibility of galning concreteness of effect in
establishing environment with great economy--of creating as

vivid a world in one hundred pages as Zola, Gissing, and

Moore had taken five hundred pages to create., This economy

introduced a new problem, not so much for the novelist as for
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the literary historian. Crane's dual aim of economy and sense
of reality could only be gained by carefully structured repe-
titions of action and description, making the environment, in
one sense, a very simple one characterized by a few simple
traits. This has led to two scholarly problems: some stu-
dents point out that reality is not sb simple or precisely
structured as 1t is plctured in Maggie, and therefore the
novel is not a realistic, much less naturalistic, novel; and
repetition in a variety of contexts tends to make an object
or an action symbolic, and thus Maggie is symbolic, not
naturalistic, There 1s no doubt that Maggie contains a dié-
tortion of reality beyond that which is inevitable when
reality is structured into fiction, but as Walcutt points
out, the reality "seems exact,"65 and even naturalists write
for effects rather than literal transcriptions of life. The
distortion is necessary for economy; the distortion of Liza
of Lambeth is basically the same kind. The question of sym-
bolism is more complex. The symbolic reading of the book
depends ﬁpon more than repetition;.the flamboyant style, the
outstanding trait of which is the unusual similes, often re-
peated in a variety of contexts, often lends itself to
symbol-searchers., Despite the inherent interest of these
images, I believe Walcutt is right when he asserts, "Else-

where the tone is complicated, beyond the needs of his thesis,

65Walcutt, p. 72.



293

into further impressionisms which demonstrate virtuosity of
auctorial impression (and style) rather than exploration of

the subject."66

Despite several attempts, no satisfactory
symbolic reading has been develdpedn Incidental symbolism does
occur in this novel as in almost all novels, naturalistic or
not: Maggie's making the lambrequin represents her desire for
respectability and beauty; the bars represent a futile attempt
to escape from the unbearable; Chapter XVII is symbolic of
Maggie's downward path over a period of several months, not
a single night, But the presence of an object or an action
which takes on additional meaning in a novel does not make it
a symbolic novel. The goal is the effect of reality of en-
vironment and character, not an appeal to a system of values
outside the novel,

Maggle introduced naturalistic technique into America
in as interesting a form as it had yet ashieved in England.
As a naturalistic novel, Maggle, up to the time of its publi-
cation, is better than anything produced in England except

A Mummer's Wife. Judged as a powerful and effective novel, it

1s superior to most of the naturalistic fiction which had ap-
peared in England but still inferior to the best work being
produced in the already méture realistic tradition. For the
first time in England or America, a creative genius became

interested in the techniques of naturalism., In Maggie, Crane

66Ibid., p. 71.
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was a gifted beginner experimenting; in The Red Badge of Cour-

age he was a master using the technlques but making these

techniques gain effects which earlier writers and later

eritics thought were beyond the goals of naturalism,
Although not published until 1896, the uncertainty

of the date of composition of George's Mother and its rela-

tionship to Maggie in setting justify treating it after
Maggle. Probably started in 1893 and perhaps finished in
late 1894, George's Mother has receilved little but neglect

from Crane critics, a neglect which is strange in view of
Crane's estimation of the novel: "I have just completed a
New York book that leaves Maggie at the post. It is my best
thing.“67 Crane's judgment has not stood the test of time.
It seemé that the neglect of the novel can be explained in one
word; despite the charged style a@d the new subject matter,
the novel 1s dull., Crane's structural ironies fail him; there
is no moral shock. This is rather Qdd since his techniques of
characterization show some improvement over those of Maggie.
George and his mother live in the same ﬁenement in
Rum Alley which the Johnsons inhabit. The world outside, the

reader is told, 1s inhabited by people who "were like animals -

68 .
in a jJungle,"™ but this is never made concrete as in Maggie,

67Letter to Garland, November 15, 1894 in Stallman
and Gilkes, p., 41.

68W0rk, X, 25,
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The nature of the outside world is represented by the brewery,

In the distance the enormous brewery towered
over the other buildings. Great gilt letters ad-
vertised a brand of beer. Thick smoke came from
funnels and spread near it like vast and powerful
wings. The structure seemed a great bird, flying.
The letters of the sign made a chain of gold hang-
ing from its neck. The 1little old woman looked at
the brewery. It vaguely interested her, for a
moment, as a stugendous affair, a machine of
mighty strength. 9

In contrast to the brewery's flying strength, which can even
impress Mrs. Kelcey despite her strong aversion for alcohol ~
and bars, the church of Mrs. Kelcey represents the other set
of forces.

In a dark street the little chapel sat
humbly between two towering apartment-houses. A
red street-lamp stood in front. It threw a mar-
vellous reflection upon the wet pavements, It
was like the death-stain of a spirit., Farther
up, the brilliant lights of an avenue made a span
of gold across the black street. A roar of wheels
and a clangour of bells came from this point, in-
terwoven into a sound emblematic of the life of
the city. It seemed somehow to affront this
solemn and austere little edifice. It suggested
an approaching barbaric invasion. The little
church, pierced, would die yéth a fine illimit-
able scorn for its slayers.

The clty and its bars are fated to defeat the church and its

691p1d., X, 25-26.

T01bid., X, 65. The city-church conflict is noted by
Stallman in Omnibus, p. 20, and the symbolic effect of the
brewery by Ahnebrink. However, there 1s no need to see the
church signifying Christ, as Stallman would have it, and no
need to trace the brewery to Zola, as Ahnebrink asserts.

The brewery-church symbols seem to sum up the conflict cen-
tering on George Kelcey more precisely than the city-church
pattern suggested by Stallman.
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élly, Mrs. Kelcey, and the ill-matcheg battle 1s to be illus-
trated by means of George Kelcey.

Although in the same tenement as the Johnsons, the
Kelcey's apartment 1s a haven of cleanliness, peace, and love.
From this secure .background, innocent youth seeks personal
fulfiliment and is defeated, supposedly by the power repre-
gented by the brewery. The structure of the novel 1s more
nearly dependent on chronological order than Maggie, alﬁhough
the intefrelationships of parts depends upon alternating con-
trasts between the church-home world and the world of bars and
the streets. Thus Chapter I shows George's first entry into
a bar, Chapter'II his mother's anxiety at home, and Chapter III
the beginning of the conflict between mother and son, Chap-
ters VIII, IX, and X present a drunken orgy and the concomil-
tant hangover, and Chabter XI contains the contrast of the
church. The filnal chapters alternate between scenes at home
and scenes in the outside world. There is no attempt to gain
the panoramic effects of Maggie; the center of interest re-
mains George Kelcey and his mother,

George Kelcey has been a good son to his mother, who
has lost her husband and all her other sons and thus has only
George to depend upon to carry out her schemes of greatness:
"she made plctures in which he appeared as a benign personage,
blessed by filled hands of the poor, one whose brain could

hold massive thoughts and awe certain men about whom she had
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read,"T1 George's distant dreams are not very different, but
George's dreams have escaped the influence of the church:

"he would have power, and he would enjoy having his bounty

“and his wrath alike fall swiftly on those below."T2  But

hls more immediate dreams are romantic ones, affected by
books read, of women ("there was a goddess in the world
whose business 1t was to walt until he should exchange a

glance with her."73), of knowledge, and of admiration from

others:

He had begun to look at the great world revolving
near to his nose, He had a vast curiosity concern-
ing this city in whose complexities he was buried.
It was an impenetrable mystery, this city. It was
a blend of many enticing colours. He longed to
comprehend it completely, that he might walk un-
derstandingly in its greatest marvels, its mighti-
~est march of life, sin., He dreamed of a compre-
hension whose pay was the admirable attitude of a
man of knowledge. He remembered Jones. Ke could 4
not but admire a man who knew so many bartenders, !

The irony between the romantic aspiration and the ludicrously
limited means which he finds to lead him to his goal 1s par-
allel to Maggle's situation. George picks Maggie Johnson to
satisfy his dreams of woman, but her fallure to recognize

his "noble character"? causes him to decide the easier path

T 1bid., X, be-b3.
T21p1d., X, 43.
T31p1d., x, 4h.
T Ibid., X, 43-bb.

"S1pia., x, 46.



298

to glory is to get to know bartenders. George's character
changes., He begins as a good boy living a pleasant life
with his mother and ends as a jobless member of a street
gang, capable of concern for his mother only whén she be-
comes 111, He 1is not really a complex human being, only a
weak, confused one, His degradation is due to the wealkness
of his character, not to outside influences. Despite the
change of character which Crane succeeded in dramatizing,
Crane never succeeded in making George sufficiently valuable
to care about. The primary reason for this fallure 1s Crane's
failure to be impartial in his presentation of George. An-
other reason is the truism of the reviewers that to have an
interesting psychological study the writer must create a
character with an interesting psyche. The conflict within
George's mind is really never very interesting.

Mrs. Kelcey, although more interesting than George,
is not a completely successful characterlization, She, like
the little church, is a figure who resists the encroachments
of the city by maintaining order at home, as the following
passége describing her house-cleaning demonstrates:

It was a picture of indomitable courage.
And as she went on her way her voice was often
raised in a long cry, a strange war-chant, a shout
of battle and deflance, that rose and fell in
harsh screams, and exasperated the ears of the
man with the red, mottled face,

"Should I be car-reed tew th' skles
0-on flow'ry be-eds of ee-ease--"T6

Torp14., X, 25.
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But she, like George, has rémantic dreams without adequate
means to carry them out. Her vigsions are bullt upon the
past: "Upon the dead altars of her life she had builded
little filres of hope for énother."77 Her dying vision is

of a scene from the past in which she sought to protect
George. "A 1little swaggering nickel-plated clock,“78 becom-
ing the dominant object in the apartment through repetition,
signifies not "life dissipated and unconverted" 9 but simply
the passage of time which brings inevitable defeat to the
repgesentative of the past, Mrs. Kelcey. It is the passage
of time which causes brewery and disordered clty to become
dominant over the little chapel. Although the significance
of Mrs. Kelcey 1s clear, the reader's emotional attitude
toward Mrs, Kelcey remains blurred. Is she, like George, a
deluded creature pursuing impossible dreams, thus pathetic
in her destruction? Or is she, like the church, a heroic
creature dying "with a fine illimitable scorn for Zﬁé£7

slayers,"80

thus tragic in death? 1In other terms, is
George's ‘defeat due, among other things, to his being "vic-

timized by . . . an oversolicitous mother" as Ahnebrink

Miv14., X, 43.
T81p14., X, 25.
79

- 80york, X, 65.

Stallman, Omnibus, p. 19.
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suggests,81 or is his defeat due to his rejection of his

mother's values?

| Crane's failure to clarify his ‘intention in the char-
acter of the mother contributes to and points up other prob-
lems in the novel., It seems to me clear--even in the very
dangerous realm of guessing at intentions--that Crane 1n7 |
tended this to be a study concerned with the weakening of old
values (church, mother, apartﬁent) without any progression
toward new values (brewery and city are powerful but value-
iess), a process that is inevitable with the passage of time
(the swaggering clock). Gebrgé, freed from the oid, is
trapped in the alcoholic disorder of the city. If this is
an outline of Crane's plan, George's weakness of character is
functional since there is no vital source of strength in his
world, But in symbolic specification of environment rather
than the realistlc portrayal he used in Maggle, Crane lost
the effect of inevitability. The source of George'é weak-
ness seems inherent character rather than milieu, and thﬁs
the reader sees George as desplcable rather than helpless in
his refusal of his mother's values., The thematic statement
of the hovel becomes that even the best mother can produce
a bad sbn rather.than the intended shocking theme that the
inevitable evolution of values will destroy the moral power

of Christianity.

81Ahnebrink, p. 98.
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Technically this failure is primarily due neither to
Crane's increased use of symbolic method nor, as Booth might
claim, to the fallure inherent in objectivity as an ideal.
The major fallure 1is Crane's lack of control of his févorite
device, irony, both in his analysis of character and in his
structure, The reader's attitude toward George must be
‘ironic--a simultdneous gympathy with him as a human trapped
by outslide forces and a moral repudiation of him because of
his reprehensible actions.82 Crane prevented the first pole
of .this irony by his consistent sarcasm in hils analysis of
George, such as in this description of George with a hangover:
Turning toward the other way, he saw that
gold portals of vice no longer enticed him, He
could not hear the strains of alluring music. The
beckoning sirens of drink had been killed by this
pain in his head., The desires of his life suddenly
lay dead like mullein-stalks. Upon reflection he
gsaw, therefore, that he was perfectly willing to
be virtuous ig somebody would come and make 1t
easy for him,S3
Rather than objectivity or lmpartiality toward characten,
Crane's contempt for George 1s so obvious that sympathy
from the reader becomes impossible., Having loaded his case
against George, Cfane presented Mrs. Kelcey more objectively,
but with such hints as the passage cdntaining "indomitable

courage" quoted above plus the inherent contrast with George

82As I have attempted to show earlier, this kind of

irony is essential to the effect of moral shock,

8york, %, 59.
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as villéin, the reader's sympathies for the mother become
stronger than they should. Instead of two complex, confused
characters struggling within'the inevitable forces of time,
the novel presents the melodramatic pattern of good woman

- versus bad man.

The same oversimplification enters the structure of
the novel in the treatment of the drinking bouts, the new
"pestival of religion"84 which will replace the ritual of
the church., The analysis of the drinker's motivations ind;-
cates the sarcastic tone Crane assumed, but the tone is more -
apparent in the longer.descriptions of the drinkers:

.Each man explained in his way, that he was
totally out of place in the before-mentioned world.

‘ They were possessed of various virtues which were
unappreciated by those with whom they were commonly
obliged to mingle; they were fitted for a tree-shaded
land where everything was peace., Now that five of
them had congregated it gave them happiness to speak
their inmggt thoughts without fear of being misun-
derstood.,

The viclousness and functionlessness, even pain, of the world
of bar and street become so apparent that this world loses its
function of escape which it had in Maggie. Thus in the re-

current contrast between home and bar which is one of the

structural principles of George's Mother, the obvious unsatis-

factoriness of the outside envirbnment adds to the value of

841bid., X, 53,

85p14., X, 35.
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the home environmént, thus reducing the contrast to one of
simple good and bad., The reader's contempt for George in-

creases as George obdurately refuses to make the obviously
right choice. Although an objective treatment was, I think,
almed for, Crane failed to achieve it; this oversimplifica-
tion brings the effect of the novel dangerously close to
temperance propaganda,

These failures obscure the effect of what, in itself,
is a powerful ehding. George's confusion is stressed in his
being called from a street fight to be confronted with his
. dying mother, for whom he shows a pathetic need. The dlalogue
between the delirious mother and the suffering George 1s sup-
posed to sum up the theme of o0ld beliefs and contemporary
doubts:

Then she again looked away. "Ah, there
they come! There they come! Ah, look--look--loo--"
She arose to a sitting posture without the use of
her arms, .
Kelcey felt himself being choked, When her
volce pealed forth in a scream he saw crimson cur-
tains moving before his ayes. "Mother--oh, 6
- mother--there's nothin'--there's nothin'-~"9
George 1s right, the mother wrong, but the reader lacks faith
in Geofge; instead of the recognition of moral shock, the
reader may simply feel that the reprehensible George is taunt-
ing the truth of his mother even as she lies on her death-bed.

The penultimate image of the book showing the outside world

81p14., ¥, 89.
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present in the apartment is symbolic of the city's triumph
over mother and church: "An endless roar, the eternal
trample of the marching city, came mingled with vague cries,"87
But instead of the idea of the lnevitable triumph of disorder,
the image can eliclt, with equal validity, the sentimental
response of "Isn't it too bad the city triumphed over this
good woman because of her profligate son?" The final scene
of the book should function as a prophecy, giving universal-
ity to the defeat of Mrg. Kelcey and the degradation of
George and showing that they are simply representative
figurés caught in the evolutlon of values.
Over the transom from the hallway came
two voices,
"Johnnie!"
"Wot ! "
"You come right here t' me! I want yehs
t' go t' d' store fer me!"
"Ah, ma, Send Sally!"

"No, I will not! You come right here!"
"A1l right, in a minnet!" N

"Johnnie!" -
"In a minnet, I tell yeh!"
"Johnnie--" There was a sound of a heavy

tread, and later a boy squealed, Suddenly the

clergyman started to his feet., He rushed fggward

and peered, The little old woman was dead.
The juxtaposition of death and minor 1ncidént emphasizes the
meaninglessness, in moral terms, of death and sums up the
mother-son conflict, with all of its moral implications,

Crane's ironic mastery is, however, wasted at this point in

8 1p14., X, 90.

88Ibid.
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the novel, for, to put it at its most ludicrous, the reader
has a legitimate right to read with the thought, "Mind your
mother, Johnnie, or you will grow up to be a mean drunkard and
a disappointment to your mother." The failure in objectivity
in characterization and structure throughout tﬁe earlier

parts of the novel obscures the thematic irony of the ending,
and rather than a theme of inevitable moral change, with the
mother's death presenting the shock of the death of the old
values, the ending can as easily be read as support for the
Fourth Commandment.

There are some very good things in George's Mother.

The study of drinking, its resulting sense of escape and,

| later, the pain of the hangover are vivid and exact. De-
spite the sarcasm expended on the bars, the reader can per-
ceive the city-dwellers' boredom and insecurity which make
alcohol a necessity. This aspect of the novel was new to
American literature and offered an admirable model for later
writers, 1ts treatment being as effective as that of Moore
and Zola. As Howells noted, after the fact, the abandonment
of amatory subjects in favor of "treating some of the other
important things of life--the relation of mother and son, of
husband and wife, in fact all those things we live in con-

tinuously"sg-was also a new field for American writers, and

89Stephen Crane, "Howells Fears Realists Must Wait,"
Omnibus, p. 172.
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although the preseptation of the relationship between George
and his mother is ultimately ineffective, the concreteness

of the presentation equals those studies of the disintegra-
tion of a marriage which were a favorite with English realists,

Unlike Maggie, George's Mother is a symbolically

structured novel., Church, brewery, city, clock, bars, and
characters assume abstract meanings which transcend theilr
value as objects within a story. This symbolism, however, is
different in intention and effect from the correspondences
searched for by romantic and mystic writers, a correspondence
between natural object and superﬁatural value., The symbolism

of George's Mother 1s used to gain compression; the effect of

the symbols is not to superimpose a higher set of values upon
the action of the novel but to suggest, through the repetition
of objects and actions, a complexity of values within the en-
vironment., The 1little church, for instance, does represent
Protestant values, but the values represented by the church
are entirely relative, simply another aspect of the environ-
ment which deserves psychological and sociological study.

The symbolism is neither that of the nineteenth-century Ro-
mantics nor that of the symbolistes but a device for estab-
lishing a complex milieu, Those who find symbolism and
naturalism mutually exclusive accept too narrow a definition
of both terms.

If my reading of George's Mother is correct, it is a
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naturalistic novel in intention. I suspect Crane thought it
superior to Maggie because 1t 1s a more complex study of the
relation between man and his environment and because he had
gone beyond the simple environmentalism of Maggie. Although
there 1s finally no solution offered in Maggie, there is an
explicit humanitarian theme and an implicit theme that if the
conditions of the environment were changed the people would

also change. Intended in George's Mother is a much broader

theme, the inevitable evolution of values, an evolution which
would be most destructive in Rum Aliey because of its envi-
ronmental limitations but also an evolution which man in any
environment is powerless to stop. Unfortunately, Crane
failed in his intention. The cause of the failure, of course,
could be explained biographically, philosophically, or tech-
nically. Berryman's biographical guess remains unenlighten-

ing.go

The philosophical critic would undoubtedly see the
truth that the novel fails in its naturallism because Crane
did not achieve his theme of determinism--both George and his
mother exhibit free will., It seems to me more important to
note that this failure is not necessarlly due to any conflict
within Crane concerning transcendentalism and philosophical

naturalism but rather a failure in technique, By complicat-

ing the forces in the novel by his own entry by means of

90 0hn Berryman, Stephen Crane (New York: William
Sloane Associates, 1950), pp. 318-310,
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sarcastic tone toward George and the values of the brewery,
Crane prevented the forces of his environment acquiring the
strength that they needed. George becomes morally responsible
because Crane's technique creates the effebt that George is
" wrong, an effect which, I tentatively suggest, was unintended;
The novel which waé‘intended to present the purest theme of
evolutionaryApessimism yet attempted in England and America
~ was still-born because of Crane's failure to control his
naturalistic techniques. |

Harold Frederic, often linked with Crane both bécause
of their friendship and their common literary ideals, pub-
* 1ished in 1896 a novel which also dealt with the inadequacy

of Prbtestanfism for modern man. The Damnation of Theron

Ware, published by Stone and Kimball, attracted more critical
attention and readers at the time of its publication than did

George's Mother, and although Carter's claim for it as "among

the four or five best novels written by an American during
the nineteenth century"91 is overstated, the novel is still

- widely respected, 1f not read. Except for The Damnation of

Theron Ware and an earlier novel, Seth's Brother's Wife, com-

bining the esoteric appeal of local color with the realistic

techniques of Howells, Conrad's summation of Frederic as a

"notable journalist . . . (who had written some novels)“92

91Everett Carter, Howells and the Age of Realism
(Philadelphia: J. B. Lippincott Co., n. d.), p. 230.

92Quoted in Everett Carter, "Introduction," to
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wQuld be adequate, since hls other seven novels and hils short
storles are clearly products of a commercial purpose. The
argument about the novelistic tradition to which The Damna-

tion of Theron Ware belongs has been as diffuse, though cer-

tainly not so heated, as that centering on The Red Badge of

Courage; Howellslan -social realism, Jamesian psychological
realism, naturalism, symbolism--each of these has been iso-

lated as the dominant influence. Perhaps a brief analysis

 of this novel in connection with the foregoing analysis of

George's Mother will at least offer some new bases for

argument.
Frederic, even more than Crane, was an admirer of
Howells, and as Carter points out, "the techniques employed

by Frederic Zih The Damnation of Theron Ware/ were the

techniques of Howells," 93 Yet Carter believes that in his

" stress upon sex as a motivation Frederic went beyond Howells

in subject mattezc',g4 thus serving as a transitional figure
leading toward the naturalism and psychological realism of
twentieth-century American writers. The book 1s a rather
strange mixture of psychological and social study. The

first chapter posits one of the primary social problems by

Harold Frederic, The Damnation of Theron Ware (Cambridge:
Harvard University Press, 1960), p. viii,

93Carter, Howells and the Age of Realism, p. 244,
Pbid., p. 24,
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presenting a contrasting picture of the older Methodist
clergy, for whom faith was sufficlent motivation for suffer-
ing the mgntal, physical, and social discomforts of the
frontier, and the younger clergy, for whom faith is a means
to a comfortable, secure llvelihood., Within the context of
the historical decline of fundamentalism under the pressures
of new affluence, new coﬁforts, new sclentific ideas, and new
criticism of the Bible, the young minister Theron Ware is
sent to the provincial, predominantly Catholic community of
Octavius to take.over the Methodist Church. Again the fable
concerns the failure of the innocent young man from the prov-
inces to achileve adjustment to a larger society.

Although all of the characters except Theron Ware
are static and consistent--so consistent in fact that Carter
finds, wilth some justice, that they take on allegorical sig-
nificaﬁce—-Ware has within him a series of conflicts which
lead to a change of character, thus achieving the effect of
incongruity. An apparently good, ambitious, competent
Methodist minister, deeply in love with hls wife, he is
slowly transformed into a vain, cruel, conniving doubter,
One 1s tempted to see in the transformation of Ware the
same kind of environmental experiment present in George's
Mother: a product of a narrow fundamentalist environment is
suddenly enveloped in a greatly expanded environment when he

meets Father Forbes, the local Catholic priest who sees
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.Christianity as a useful myth, Dr. Ledsmar, the cynical
Darwinian scientist, and Celia Madden, the new free pagan
woman. Attracted by the sensuality and beauty of Celia and
the intellectual freedom of the two men, Ware loses his old
values but is incapable of understanding the new values. But
this 1s not the contrast in the novel: the morality of the
Protestant and Catholic environments is really the same;
their manners, the techniques of social intercourse, are
different.

Inherent in the novel is a criticism of Methodist
narrowness and lack of sophistication, but for the sophisti-
cates of Octavius, these qualities have value, as Celia
Madden points out to Ware:

"You impressed us as an innocenﬁ, simple,

genuine young character, full of mother's milk, It

was like the smell of early spring in the country

to come in contact with you. Your honesty of nature,

your sincerity jn that absurd religion of yours,

your general naivete of mental and spiritual get-up,

all pleased us a great deal."
Theron's failure in the society of the sophisticates is due
to his inability to understand their manners and morals, not
because their essential morality is different from that of
the Methodists but because their manners are. In an attempt
to be sophisticated, he becomes a seeker of scandal, a deni-

grator of his church and his wife, and, as Celia sums 1t up,

"we find that you are a bor'e."96 But if Methodism is narrow,

95Frederic, p. 331.

B1p14.
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what is the reader supposed to make of a group of highly in-
telligent people who will endanger the stabilify of a young
man simply because he seems to be "a real acquisition"97
whose sole function for them is to relieve the boredom of a
small town?. Are the new aestheticism, the new science, and
the new liberal religion represented by the sophisticated
characters bad, not only for Theron but in terms.of the
values inherent in the novel? They are, it seems to me,

. but Frederic's relative tentativeness in establishing this
fact greatly weakens the novel as an example of social or
ethical realism, the tradition to which it belongs.

The failure of Frederic to write an experimental
study of values, if this was what he was attempting to do,
springs from his fallure to control the technidues of ob-
Jectivity--the effect of impartiality toward characters and
values, First there 1s the case of Theron. Walcutt points
to the heart of the trouble: "One's judgment of Theron caﬁ—
not be impersonal because his lack of background is not
enough to account , . ., for his contemptible weakness. This
is laid to some personal failing within him, a failure which
every line of fthe book suggests he is ethically responsible

n98

for, As Crane does with George, Frederic directs the

reader's sympathy away from Theron so that when his immoral

97Ibid.

8
A9 Walcutt, p. 51.
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or unmannerly actions occur, there is not a sense of shock
but rather a sense of fulfillment of expectations. The over-
all effect of this treatment of the central character is to
oversimplify the reader's judgment of the other characters.
If Ware 1s vain, selfish, and morally dense, those who re-
Ject him for these qualities become moral., The effect of
this treatment is fto support traditional values: since each
of Theron's actions is wrong, the reader finds it quite easy
to decide what is right.

But this moral simplicity turns into a flaw. In
terms of the structure of the novel, it becomes clear that
Celia 1s a tease, Ledsmar an inhuman scientist who can equate
a lizard with a human being, and Father Forbes a professed
humanist who can coldly send Theron away when he needs help,
The sophisticates are ultimately as hypocritical as the
Methodists. Neither their manners nor their new ideas are
any more efficient in doping with the complexities of life
than the uncouthness or 0ld ideas of the Methodists. But
this point 1s obscured by the oversimplification of Theron,
The severity of Theron's punishment for his misdeeds com-
pared to the sophisticates' final problems (one Madden son
dying, ahother in trouble) tends to make the sophisticates
morally superior. This, I think, was unintentional,

The positive ethical statement of the novel is pre-

sented in the Soulbys, a man and woman with varied backgrounds



314

in show business and confidence games, who have become pro-
fessional money-raisers for the Methodist Church. As Carter

notes, Brother and Sister Soulsby are "exuberant embodiments"

of "pragmatic attitudes."99

Accepting what is and adopting
the goal of helping people, they steer a steady mora; course,
compromising with means to gain the larger goals. Their
position can be seen in the musical symbolism of the book:
the traditional Methodist hymns sung by the people of the
Octavius Church are marvels of ugliness; Chopin's music
played by Celia is wildly sensuous; the songs sung by the
money-raisers are a combination of traditional words and
Chopin melodies, fused for the practical purpose of keeping
the congregation quiet so that its pocketbook may Be reached
through emotional appeal. The Soulbys save Theron and send

him on his way to a new career in Seattle.

In terms of technique and theme, The Damnation of

i Theron Ware offered little that had not been done by Howells,
'Frederic may have chosen sex as.a motive from the naturalis-
tlc tradition, but the ethical attitude exhiblted toward
sexual desire is certainly not ‘that of Zola or Moore.

Flawed in much the same way as George's Mother, Frederic's

novel emerges as a much better. book because it is less

ambitious. Full of incidental shocks, the novel would not

990arter, "Introduction" to The Damnation of
Theron Ware, p. xiv,
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be praised by the Methodists, but its final thematic effect
is on the side of traditional moral goodness. Theron is
punished for being weak and immoral, not because he is
trapped by an unjust and outmoded moral code or by an in-
evitable evolution of values.

To treat The Red Badge of Courage (newspaper version

1894; book 1895) is simply to add to the critical redundancy
which has accumulated about the novel, but to omit it from
a study of early American naturalism leads to gfoss distor~
tion., Perhaps the best compromise is to treat the novel
with relative brevity, avoiding a full analysis by allying
myself with those who view the protagonist's final
self-knowledge as simp;y another delusion in a complex pat-
tern of errors, an interpretation which is presented as
effectively and succinctly by Walcuttloo as by anyone else,
The fable of the novel 1s the same as that of Maggile

and George's Mother: iInnocent youth in pursuit of romantic

dream encounters a'world~which offers no fulfillment of the
dream, This fable 1s again structured through a series of
contrasting scenes, each throwing added ironic light on the
other, The greater complexity of the novel springs from

Crane's virtual limitation of point of view to the protagonist
Henry Fleming and Fleming's greater self-awareness and in-

congrulty than that exhibited by any of the characters in the

1OOWalcutt, pp. 75-82.
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two novels already discussed, Crane's problem, like that of

Flaubert in Madame Bovary, was to control tone and étructure

so“that the reader's natural sympathy for the point-of-view
qharacter would be counterbalanced by a repugnance for the
character's self-delusions and actions. |

Perhaps as good a way as any to simplify the conflicts
in the novel and the complexity of Henry Fleming is to accépt
the suggestion of Réy B. West, Jr., that the central conflict
in Crane's fiction is man against two forms of nature--external
nature and human nature.101 In Fleming's fight to become a
man, eighteen chapters show his struggle with his own human
nature--conflicts between love-hate, hope-despair,
courage-fear, as well as all the other central conflicts which
have been suggested--and that of his comrades, active upon
Fleming as castigation-acceptance-praise, Eight chapters,
devoted to his flight from his regiment, depict his struggle
with outward nature or, as stated in a canceled passage, "his
grapplings and tuggings with fate and the universe,"102 a
struggle which is iron;gally symbolized by the squirrel and

the grotesque forest chapel. Fleming's incongruous changes

101Ray B, West, Jr., "Stephen Crane: Author in
Transition," American Literature, XXXIV (May, 1962), 215-228,

102Stephen Crane, The Red Badge of Courage, Omnibus,
p. 317. This edition is used rather than that in Work be-
cause of Stallman's very useful collation of two manuscripts,
a short version (SV) and a long version (LV), with the first
American edition,
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Qf attitude occur with each change of environment, but in this
novel? unlike the other two, the protagonist's environment is
determined by hls own perceptions., Thus, wiyhout change of
physical environment, Fleming is first filled with fear of
ridicule upon his return to his regiment, but upon his com-
rades' acceptance of his "red badge of courage," his fear
disappears to be replaced by pompous pride, This pattern of
vacillation creates the 1roni9 incongruity of Henry Fleming,
and since the novel is about Fleming's perception of his
place in the world, the pattern structures the novel. Flem-
ing 1s controlled by his perceptions of his place in the
world, but it becomes obvious, I think, that Fleming has
little control over these perceptions. In terms of action,
the deterministic effect 1s stressed in the cruclal episodes--
Fleming's flight, his return, and hils courageous fighting.
Although there are comments by the author in the
novel, the few that occur are usually qualified by "seem"
or "appear." 1In fact, objectivity toward characters and
values 1s so nearly complete that some critics, despalring
over the ilronic complexity of the novel and the inevitable
Itendency of a great novel to mean different things to differ-
| ént people, have decided that objectivity is a technique
which ruins the novel and makes the author's intentions
ultimately unknowable. It seems to me, however, that the

obJective technique gains the effect of criticism of values,
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an incongruity created between the reader's expectations and
the presgnted reality. Crane is careful to set up a series
of soclally acceptable values early in the novel and then
equally careful to show man's futility in attempting to
adhere to these values, To 11lustrate a few of the most
imporﬁant of thesé values; I have chosén éourage; humility,
and humane unselfishness. The ideal of humility 1s presented
by Fleming's mother: "Yer jest one little feller amongst a
hull lot of others, an' yeh've got to keep quiet an' do what

they tell yeh."103

Henry's thoughts throughout the novel
form a pattern of rejection of those realities which lead to
an attitude of humility and a selection of those which bol-
stér_his vanlty: the personal motive in running, the ex-
panéioﬁ of vision until he becomes the central concern of
the universe, the reversal of roles with Wilson upon Henry's
return to camp so that Henry becomes "the loud soldier," and
his final belief that "Iﬁ the space-wide whirl of events no-
grain like him would be lost."104 The dual vision of the
regiment's losses despite Fleming's exertions, leading only
to a lost battle, and Fleming's vain show of humility under-

score his failure to learn. Courage is part of Henry's early

dreams of "Greek-like struggles"lo5 and a value of his mother

1037144., p. 231.
ok
Ibid., p. 369. Restored from LV.

1051bid., p. 233.
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who tells him to choose death rather than "anything 'cept
whgtfs“right."106 Even those who detect a morally uplifting
1earning process in Henry agree that the cultural and per-
sonal ideal of courage becomes ironically reduced to a matter
of hate-inspired bestiality., In battle "a state of frenzy"
is developed,."perhaps because of forgotten vanities," and
courage 1s equated with lack of consciousness, so that a
third value, "an enthusiasm of unselfishness,"lo7 is present
in the savaée wastefulness of the battle. Henry Fleming's
morality, as well as the reader's, demands a humaneness, an
ideal equivalent to that exhibited by "the gnarled old
woman" of Maggie. This goal of unselfishness is not only the
basis of his mother's warnings but also a part of Fleming's
dream as "He ., . . imagined peoples secure in the shadow of

his eagle-eyed prowess."108

This value, too, 1s made mean-
ingless because it 1s shown to be a patently ludicrous 1deal
in the battle and because Fleming constantly betrays this .
ideal, Cowardice produces a show of unselfishness with Jim
Conklin and then cowardice leads to flight from responsibility
with "the tattered soldier." Fleming's actions toward this

man become a sin which must be rationalized away in his

process of mental coronation in the last chapter:

1067444., ‘p. 231.

10T 1p44., p. 360.

1081p34., p. 229.
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Yet gradually he mustered force to put the
§inh at ‘a distance. /And then he regarded it with
what he thought to be great calmness. At last he
concluded that he saw in it quaint uses. He ex-
claimed that its importance in the aftertime would
be great to him if it even succeeded in hindering
the workings of his egotism. It would make a
sobering balance. It would become a good part of
him. He would have upon him often the conscious-
ness of a great mistake. And he would be taught
to deal gently and with care. He would be a man. -

This plan for the utilization of a sin did
not give him complete joy but 1t was the best
sentiment he could formulate under the circumstances,
and when 1t was combined with his success, or public
deeds, he knew that he was quite contented./ And
at last his eyes seemed to open .up to some new
ways. He found that he could look back upon the
brass and bombast of his earlier gospels and see
them truly. He was gleeful when he discovered
that he now despised them, 10

The dream of humility, ironically replaced by vanity, allows
The knowledge of his own courage to dlsplace the guilt of
selfishness or inhumanity, thus permitting him to be "quite
contented." BEven the moral stature of Wilson, based upon
his gaining humility and his seiflessness toward Fleming, is
reduced in the last chapter when he recalls that he had in-
tended to get some water for the wounded Jimmie Rogers: "I
clean forgot what I--say, has anybody seeé Jimmie Rogers."
His comrades answer briefly, "He's dead."}lo

Most critics agree that Crane's séaring use of

109Ibid., p. 369. The bracketed portion is a resto-
ration from LV, '
110
Ibid., p. 366. This passage is omitted from the
published version as part of Crane's attempt to tone down
his acid reduction of the virtue of masculine solidarity.
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F;eming‘s name was a conscious attempt to make him univeral
pather than 1ndividua1;111 this fact, combined with Crane's
;hifts from Fleming's perceptions to those of the regiment
as a uniformly motivated group, elevates the theme attained
through objective presentation of structured ironles from
simple relevance to'a unique individual to relevance to man-
kind in battle. I think it probable that, in the context of
a short pardgraph in which the sentences preceding the last
two are introduced with "He felt" and "He knew," the reader
is supposed to sense the movement away from Fleming's mind to
external statement of fact: "He had been to touch the great
death, and found that, after all, it was but the great death

/and was for others/, He was a man." 12

He is not only "a
man" but man: the search for the moral definition of man
which has pervaded the novel is complete. Man is that creature
whose vanity is so complete that he can take pride in looking
forward to a false humility; man is a creature whose cowardice
becomes bravery only when all human qualities disappear,
leaving him a beast; man is a creature whose selfishness is

go pervasive that his humane acts are limited to those moti-

vated by cowardice and vanity. Man's moral ideal of humility,

courage, and selflessness is attainable but attainable only

111One of the consistent revisions visible in LV is
the crossing out of Fleming's name.

) 1120mnibus, p. 369, Brackets again indicate addition
from LV, '
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in the destructive orgy of battle when man has no chance to»
be conscious of his manhood. The efféct of this final moral
shock on the reader, the realization that Fleming is man, is
a painful feeling that it should. not be so. Crane would
probably have agreed, but the theme of the novel is that it

1s so. As in the other naturalistic novels of the period,

The Red Badge of Courage presents an inherent theme of pro-

test against the emptinesé of traditional values. The final
irony of this novel, unlike that of the novels of Maugham
and Moore, is that there seems nothing to substitute for
these traditional values., They remain valuable, but man, a
limited, self-deluded creature living in a universe which 1s
totally impartial, 1is incapable of attaining them in any
meaningful situation,

Incongruity of characterization, objectivity toward
characters and values, making possible the manipulation of
the pattern of moral shock, and the inherent theme of revela-
tion of the inadequacy of man's moral ideals link The Red
Badge of Courage not pnly with Maggie and George's Mother but

also with the novels of the nineteenth-century English
naturalists., Crane's techniques, breadth and complexity of
treatment, intensity of effect, and complexity of theme make

The Red Badge of Courage superior to any other naturalistic

novel produced in English in the Nineteenth Century. The Red

Badge of Courage may go beyond previous English and American
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naturalistic novels both in qualify and in kind. Although
Stallman's mythic reading, based upon a few curses and a
central image, fails to convince and fails to explain the
force of the novel, there is probably much more to the novel

than any exegesis has yet shown. The universally acknowledged

power of the novel tempts one to seek an explanation in some

~ such theory as Jung's collective unconscious. I do not

attempt to offer a full explanation of the novel but simply
to show that in technique and theme it belongs to the
naturalistic tradition.

Crane's writing career after 1896 is chiefly impor-

.tant for occasional masterpieces in short story form. "The

Monster" (1899) is usually classed as a short story, but in

- terms of length, 1t almost equals Maggie or George's Mother.

Although it has a restricted subject--the moral problem of
personal principle versus the social pressures centered

around Henry, the burned.Negro—-its structure shows tendencies
of escaping the limitations of the short story form, leading
some critics to find 1t disorganized. Walcutt connects the
story with the naturalistic tradition by comparing 1t with

The Red Badge of Courage as presenting "the same grim Jjoke

11 .
of the world," 3 Although it poses the always interesting
and insoluble problem of mercy killing, I do not find that

"The Monster" offers such a shocking picture of the world,

M3yatcuts, p. 82.
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People in small towns can be hypocritical and inhumane, and
a story which presents this truth as graphically as "The
Monster" does is a good story. But except for a rather
pessimistic view of the humanity of a small town, I see
little to link this story to the themes and techniques of
the naturalistic tradition. No one has found The Third
Violet (1897), Active Service (1899), or The 0'Ruddy (1903)

worth much argument, and no one, so far as I know, has con-
nected them with the naturalistic tradition. George's
MQEEEE was Crane's last published novel in the naturalistic
tradition. In the threeAnOQels published by 1896, Crane
had experimentéd with and mastered the techniques of

naturalism,



CHAPTER VI

FRANK NORRIS: IDEA IN
SEARCH OF TECHNIQUE

The works of Frank Norris (1870-1902) have consist- |
ently forced ¢ritics to face the problem inherent in a defi-
nition of a literary movemegf in terms of philosophy.
Knight's comments are representative of this critical di-
lemma: “"McTeague was the first full-fledged naturalistic
American novel , -, ."1 but it is marred "because McTeague
1s photographic without being philosophic . . . and no true
presentation of reality can disregard a philosophy . . . and
because it has passages of brutality and coincidence which
impair pelief,"? Remembering, as most commentators do, that
the traditional distinction between naturalism and realism
is naturalism's expression of a philmophy of scientific de-
terminism, a philosophy based upon the assumption of con-
slstent causation and thus the denial of éoincidenoe and

chance, the scholars have consistently tripped on the "usual

stumbling block of Norris as a naturalist.“3 The facts make

lKnight, p. 161,

Ibid., p. 162.

3Donald Pizer, "Evolutlonary Ethical Dualism in
325
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this central problem very complex. Norris is the first
anwed disciple of Zola in America, and yet those who accept
Norris' placement of himself in the tradition of Zola often
find themselves discussing his novels in terms of lists of
non-sclentific elements. Norris' aligning himself with the
anti-Romantic movement and then calling himself as well as

Zola Romantic have brought most critics to the conclusion

that Norris' published literary theories, which appeared

posthumously as The Responsibilities of the Novelist (1903),
are inconsistent hack-work which must be noted and then dis-
regarded. As if all this were not sufficiently confusing,
Norris, the naturalist, wrote three overftly romantic novels
in the time between his first two naturalilstic studies of
degradation and his last two studies of economic and natural
forces. Franklin Walker, Norris' bilographer, warned the
aspiring generalizer of the problems: "Call Frank Norris

realist and'ignore Moran of the Lady Letty; call him ro-

manticist and ignore McTeague; call him romantic realist and

escape by begging the question.“4

Frank Norris' 1life, as has been noted by several

writers, offers an interesting parallel to that of George

Frank Norris' Vandover and the Brute and McTeague,'" Publica-
tions of the Modern Language Association, LXVLI (December,
1961), 552.

uFranklin Walker, Frank Norris: A Biography
(Garden City: Doubleday, Doran and Co., 1932), p. 78.
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Moore. Reared in a sdcially and economically secure environ-
ment, both went to Paris to study painting. Finding that
their artistic talents were limited, they turned to writing
upon their return to their native countries. Both became
searchers for novelistic truth, using Zola's method to de-
fine truth, and both became prbpagandists for naturalism,

by example in their novels and by precept in their journal-
istic writings. Interesting though they may be, these
parallels must not be relied on too heavily. As Moore in-
sisted, his residence in Paris was the great formative ex-
perience in his life; while there he discovered the ideals
which were to control his art for over a decade. In contrast,
Norris' Parisian experience seems to have been an immersion
into the romantic past, the literature concerned with heroic
knights and pufe maidens; although it is hard to believe, he
seemed to disregard the dominant artistic struggle in Paris
in 1887-88, the debate over naturalism. Upon Moore's return

to England, he published A Modern Lover; upon Norris' return

to San Francisco, he published the romantic poem Yvernelle
(1891). Moore, upon his return to England, quickly became a
major figure in the struggle for the serious novel; Norris,
upon his return from France, became a fun-loving fraternity
boy at the University of California and created hardly a
literary ripple for ten years. Moore could return to a cos-

mopolitan center and make himself heard through publication
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in nationally-read magazines; Norris returned to a growing
provincial town and, through The Wave, allied himself un-
easily with the weakening tradition of the local color move-
ment. But one parallel remains not only interesting but
also important: both men discovered Zola and found in his
work something that appealed to thelr individual literary
aspirations. The common inspiration was filtered through
different cultures and different personalities, and the dif-
ferences in the works of these two writers can throw light
not only on their artistic individuality but also on cultural
differences and the nature of naturalism,

The facts of Norrls' l1life offer only a few major
problems to the biographer, but these few are among the
things the étudent would most like to know. One of these
problems is the date and source of Norris' interest in Zola.
Although several writers on Norris insist, with much logic,
that he must have become aware of the nature of Zola's work
during his two years in France, no proof of his reading of
Zola before his years at the University of California has
been found. The other major problem is even more important--
the chronology of the composition of his first two novels.
Walker assumes that Norris began McTeague while he was at
Berkeley, and he proves that he wrote some of McTeague during
his only year at Harvard because Norris submitted sections of

it to Lewis E. Gates and finally dedicated the novel to this
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wfiting‘teacher. Norris ceased to work on McTeague after he

created the scene of Trina's death5 and wrote Vandover and

" the Brute during this same year at Harvard (1894-95); he

finished McTeague in 1897.6 McTeague was not published

until February, 1899, and Vandover was published posthumously
in 1914, Thus Norris' first published novel was his most
romantic, Moran of the Lady Letty (1898), and while the

horrors of McTeague were still being poinﬁed out by review-

a ers, he published the innocuous love story Blix (September,

i ~1899). Although I have seen no proof, I will assume with
most modern scholars that Vandover was hils first completed
novel and McTeague his second, with the three Minor novels
being composed between the completion of McTeague and the be-
ginning of The Octopus.

- Most scholars of Norris and his works, faced with the
many apparent contradictions in his theory and his novels,
have accepted the truth of Walker's suggestion: "Norris, in
identifying himself with the naturalists, revealed a more

profound understanding of Zola than he did naturalism itself,

Just as he missed its underlying mood, he falled to accept in
1ts entirety the philosophy back of naturalism."! Although

his novels reveal that Norris was neilther so anti-philosophical

5Ibid., p. 95.
6
Pizer, PMLA, LXVII, 554,

7Walker, p. 84,
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nor so philosophically inconsistent as some would have it,
he was not searching for ideas but for techniques in Zola,

He summed up, in The Respongibilities of the Novelist, his

technical ideal: "And it seems as if there in a phrase one
could resume the whole system of fiction mechanics--
preparation of effect."8 Scott, Dickens, Stevenson, Kipling,
Zola, Huysmans--a rather incongruous group of influenceg--

9

were admired and imitated by Norris,” and the common denomi-
nator which he found in these men was the creation of great
effects. If Norris is to be connected with the naturalistic
tradition, the approach must be made through a study of his
techniques in gaining his effects.

The key Norris 1solated to explain the powerful
effects of the above-named group of writers--his conception
of the naturalistic search for truth--is the choilce and
treatment of characters and the plot within which these
characters operate. In an unsigned editorial in The Wave
in 1896, an editorial which all scholars agree must have been
written by Norris, the argument for Zola as romanticist is
presented:

It is curious to note how persistently M. Zola is

misunderstood. . . . Naturalism, as understood by
Zola, is but a form of romanticism after all. That

8Frank Norris, Complete Works éGarden City: Double-

day, Doran & Co., Inc., 928), VII, 116,
9Ahnebrink, passim.
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Zola should be quoted as a realist, and as a real-
ist of realists, is a strange perversion. . . . To
be noted by M. Zola, we must leave the rank and
file; . . . we must separate ourselves; we must
become individual, unique. The naturalist takes

no note of common people, common in so far as their
interests, their lives, and the things that occur

in them are common, are ordinary. Terrible things
must happen to the characters of the naturalistic
tale. They must be twisted from the ordinary,
wrenched from the quiet, uneventful round of
everyday life and flung into throes of a vast and
terrible drama that works 1ltself out in unleashed
passions, in blood, and in sudden death. The

world of M, Zola is a world of big things; the
enormous, the formidable, the terrible, is what
counts; no teacup tragedies here.

Everything 1s extraordinary, imaginative, grotesque
even, with a vague note of terror quivering through-
out like the vibration of an ominous and low-pitched
diapason. It is all romantic, at times unmistak-
ably so, as in Le Reve or Rome, closely resembling
the work of the greatest of all modern romanticists,
Hugo. We have the same high dramas, the same enor-
mous scenlc effects, the same love of the extraor-
dinary, the vast, the monstrous and the tragic., . . .
Naturalism is a form of romanticism, not an inner
circle of realism, . . . It is a school by itself,
unique, somber, powerful beyond words.

The reader may castigate the scholarship of Norris because
he reduced romanticism to the love of the exotic, because he
showed no knowledge of Zola's theoretical writings, and be-
cause he equated the broad movement of realism with Howells'
realism of the commonplace, but he must also perceive that
Norris has recognized the sensational element in naturalism,
Norris developed an interest in Zola's techniques without
any real knowledge of Zola's theoretical aesthetic and with-
out his belief in scientific method.

10quoted in Walker, pp. 82-84,
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This chapter will be devoted primarily to the four
novels in which Norris claimed he was following the natural-
istic tradition. Techniques, no matter how effective per se,
must be organized into a themétic pattern if a novel is to
have value, and since the themes which emerge from the
naturalistic techniques discussed so far héve 8 common
element, I must struggle with the overall thematic effect
gained by Norris' adaptation of naturalistic techniques.

" From 1899 onward, McTeague has been called "meaning;less"11

or, at best, contradictory in its theme; Vandover and the
Brute is usually accorded even less thematic value than
McTeague., To agree with the critics is, in my estimation,
to call these weak novels, and I do agree that these novels
lack intellectuai consistency. I thiﬁk, however, that the
best way to understand the fallure of these novels is in
terms of technique rather than in terms df an intellectually
confused novelist.

Vandover and the Brute, according to many critics,

is admirable in its conception but weak in its execution.
Marchand gives the standard statement: "Norris had /In Van-
ggygz7'a powefful theme, conceived . . . on more ‘severely
naturalistic lines than McTeague; but the execution is less

wl2

good., ., . That the novel is in the naturaliétic

Hargila, p. 99.

 2hrmest Marchand, Frank Norris: A Study (Palo Alto:
Stanford University Press, c¢. 1942), p. 68, = -
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tradition has been univérsally acknowledged; it 1s a study

in physical and mental degradation, filled with horrible
descriptions of disease, drunkenness, and poverty and con-
taining allusions to illicit sexual activity. This, com-
bined with the unhappy ending, seems sufficlent proof of

1ts naturalism, Structurally the book seems to be a‘study

of the individual destroyed by unexplained forces within
himself, But this traditional interpretation has been chal-
lenged: Walcutt sees the conflict as "an ordinary attractive
young man . . . caught and crushed . . . by social and per-
sonal forces which twentieth-céntury man knows all too well";13
and Pizer asserts, "Vandover is not simply the story of a de-

cline; it is rather an account of a decline and a rise /That

- of Charlie Gearz7."1u Both of these statements point toward

what seems to me to be the structure of the novel, imperfectly
achieved though it is: the structure is panoramic, the story
of three young men from San Francisco--Vandover, Charlie
Geary, and Dolly Haight--undergoing similar formative experi-

ences and facing two forces--"the vast fearful engine" asso-

clated with "Nature" and "the brute"Ld and the valueless

society of San Francisco which demands conformity. Vandover's

outburst against society is usually interpreted as false

yaicutt, p. 123.

pizer, PMLA, LAVIIL, 555.

15Norris, Vv, 213,
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gelf-justification of his immorality, but his generalizations
’7are supported by the action of the novel.

"Po a large extent I really believe it's the
women's fault that the men are what they are,

If they demanded a higher moral standard the men
would come up to it; they encourage a man to go to
the devil and then--and then when he's rotten with .
disease and ruins his wife and his children--what
1s it--'spotted toads'--then there's a great cry
raised against the men, and women write books and
all, when half the time the womig has only en-
couraged him to be what he is."

The conversation immediately follows Turner Ravis' rejection
of the pure, dull Dolly Haight; the passage predicts
Vandover's social fall and abandonment by Turner. The study
of the three young men and their varying relatipnships to
brute force and society works out almost geometrically.
Dolly Haight rejects all that is brutish and becomes the
complete soclal conformist, only to be destroyed (unbeliev-
ably) by venereal disease, the ironic revenge of the "ma-
chine" for Dolly's rejection of that facet of life. Geary
succeeds by becoming the perfect hypocrite, enjoying those
activitiés associated with brufiShness and even profiting
through following the instincts whose source 1s supernatural
force but controlling both social éonventions and brutish
urges so that he rises in the social world. Vandover rejects
conformity and surrenders himself to the_brute, thus creat-
ing his own degradation.

The recognition of some such structural pattern as

1p34., v, 85.
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this 1s necessary 1f much of the book is not to be seen as
superfluous, The delineation of the soclal background of
San Francisco, including the seemingly trivial evening at
the Ravises, becomes a functional part of the novel, Haight,
often called an unnecessary and improbable figure, and Geary,
seen by many as a simple plot device to further Vandover's
fall, ds well as Ellis and the Dummy, are recognized as
necessary, although certainly not consistently effective,
elements of the novel. With such a conflict in mind, even
the seqsational boat wreck, seemingly included only because
of Norris' love for the delineation of violence, takes on
some relevance. The refusal of the people in the boat to
save the drowning Jew 1s explained as having survival value:
"It was the animal in them all that had come to the surface
in an instant, the primal instinet of the brute striving for
its 1ife and for the life of its young."17 The conflict be-
tween force and society 1is evident when Vandover learns
that legal charges have been brought against the naval en-
gineer, who was instrumental in refusing the Jew's plea,
Repeated assertions prove that Norris was interested
in environment as a force upon character: again and again
Vandover's "pliable character adapted itself to the new en-

vironment.“18 But except in two instances--the social world

M1pi4., v, 122,

Brp54., v, 157.
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of Turner Ravis and the world of pure force on the sinking
ship and the small boat--the settings of the novel seem to
be formed or chosen by Vandover rather than forming his
character, The various environments of Vandover are pre-
sented as rooms or houses, ranging from the vivacious com-
fort of the Ravises' parior to the filth and poverty of
Geary's Mission house,. which Vandover must clean. His de-
gradation is symbolized by a series of habitats, each less
reputable than the last. Beginning his San Francisco life
in the luxury of his father's home, he next symbolically

nl3 apartment rather than a functional

chooses a "charming
studio, and he transforms this apartment into a place of
luxurious dissipation and, finally, a place for playing cards.
Aé his money disappears, hls lodgings become more mundane,
until the Reno House becomes Vandover's home. Vandoyer
adapts each of these places to his particular stage of de-
gradation so that they become symbolic of his moral decline,

but there 1s never any feeling of causation, as implied by

. the repeated assertions, Paralleling his changes in resi-

dence are the places of lelsure which he visits. The Im-
perial Restaurant, symbolic of the demimonde to which fash-
ionable young men devote much of their leisure, is the
setting for some of Vandover's major errors. It is here

that he meets Flossie, the non-drinkiﬁg prostitute, and

Y1p14., v, 153.
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that he seduces Ida Wade, the fast but good girl. The

Imperial is a world without values, but 1ts semi-respectability
must be abandoned for the more degrading pleasures of drunken-
ness and gambling. The Luxembourg is the scene of the more
destructive drinking parties. Although there 1s much con-
crete description of these houses, rooms, and bars, the ex-
tent to which Norrils conceived of environment in terms of
people and moral status rather than things can be seen from

the description of Vandover's residence in the Reno House,

: The Reno House, where Vandover had lived for
some fifteen months, was a sort of hotel on Sacra-
mento Street below Kearney. The neighbourhood was
low--just on the edge of the Barbary Coast, abound-
ing in stores for second-hand clothing, -saloons,
pawnshops, gun-stores, bird-stores, and the shops
of Chinese cobblers, Around the corner on Kearney
Street was a concert hall, a dive, to which the
admission was free. Near by was the old Plaza,

Underneath the hotel on the ground floor
were two saloons, a barber shop, and a broom manu-
factory., The lodgers themselves were for the most
part "transients," sailors lounging about shore
between two voyages, Swedes and Danes, farmhands,
grape-pickers, and cow-punchers from distant parts
of the state,a few lost women, and Japanese cooks
and second-boys remaining there while they adver-
tised for positions,

Vandover sank to the grade of these people
at once with the fatal adaptability to environment
which he had permitted himself to foster throughout
his entire life, and which had led him to be con-
tented in almost any circumstances., It was as if
the brute in him were forever seeking a lower level,
wallowing itself lower and lower into the filth and
into the mire, content to be fggl, content to be
prone, to be lnert and supine.

"Fatal adaptability" and the brute "forever seeking" show

201p14., v, 278.
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quris' uncertainty on the whole question of Vandover's will
and its relation to environment.

Although Norris' interest in concrete, accurate de-
tail is obvious in the names of the streets and the now
meaningless reference to the "old Plaza," the most effective
descriptions of the book, the ones which made it immediately
recognizable as a naturalistic novel, do not establish a
controlling environment but rather create a simple sensa-
tibnal effect, Among these are the descriptions of excessive
drinking, of Vandover as wolf, of the people and activities
on the sinking_ship, and finally of the filth of the house
which Vandover must clean, It is clear that Norris was at-
tempting something he considered to be new from a passage
like the following:

There was nothing picturesque about it all,
nothing heroic. It was unlike any pictures he had
seen of lifeboat rescues, unlike anything he had
ever imagined. It was all sordid, miserable, and
the sight of the half-clad women, dirty, sodden,

unkemBE, stirred him rather to disgust than to
pity.

Vandover's final degradation is made shockingly complete with
a description of his cleaning under the sink of the Mission

house:

The sink pipes were so close above him that
he was obliged to crouch lower and lower; at length
he lay flat upon his stomach. Prone in the filth
under the sink, in the sour water, the grease, the
refuse, he groped about with his hand searching

2llb:ml., vV, 124,
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for something gray that thé burnisher's wife had

seen., It was an old hambone covered with a

greenish fuzz .22
The great number of descriptive passages and Norris' theories,
developed later, show that his conception of truth was one
based upon the shocking nature of experience. I think his
favorite device was one of relatively simple shock, an effect
gained through descriptions of often grotesque scenes and
activities.

But behind the concrete pictures of San Francisco

and Vandover's rooms and the simple shock effects of a vari-
ety of descriptions, Norris created a pattern of environ-
ments defined by the morality of their inhabitants., At one
point Vandover reviéﬁs "the eternal struggle between good
and evil that had been going on within him since his very

23 mmpose influences that had tended to

. earllest years,
foster and to cultivate all the better part of him“24 include
his father, who failed because he "was not strong";25 Turner
Ravis, whose love "he had quite destroyed";26 public opinion,

which "he had cast from him";27 and religion, which "had never

%2Tp1d., V, 308.

231pi4., Vv, 188.

24 pid.

eIbid., V, 189.
Brp14., v, 190.

T 1piq.
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28 ith the evil brute leading him,

affgoted him very deeply.
he had abandoned these moral ties to enter the immoral world
of Flossie, Ida, Ellis, a world of sexualism, alcohol, and
gambling. "Consclence, remorse, repentance, all these had
been keen enough at first, but he had so persistently kicked
against the pricks that 1little by little he had ceased to
feel them at all."®? With the death of consclence, he moves

beyond the immoral world to enter the amoral nether world
of lost pride, hunger, and filth. Traditional society,
equated in this crucial passage with the good, is incapable
of offering values which would aid Vandover in attaining
self-control, but the whole oversimplified moral écheme of
the environments 1is not consistent with the narrative struc-
ture and characterization of fhe novel, The environmental
study, rather than reflecting the theme of the equal inade-
quacy of force and civilization, equates civilization with
goodness and force with evil. Norrils failed to integrate
his moral scheme with the pattern inherent in his panoramic
structure.

It should be apparent from the above that Norris
attempted to show change in character related to change in
environment., In the creation of Vandover, he was attempting

"not the Realism of mere externals (the copyists have that),

281bid.

2
9Ibid., Vv, 191.
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but the realism of motives and emotions."30

Norris simply
stated as one of the facts of the novel the basic character
of Vandover: "a vague distaste for responsibility"31 and
"the certain pliability of his character,"3Z both of which
determine the outcome of the internal conflict between "the
brute" representing "a multitude of perverse and vicious
1deas"33 and his "artistic side" since he "seemed to be a
born ar’cis’c."3)4 Norris offered hints that the weakness of
Vandover's character may be explained by early environment--
the weakness of the-"0ld Gentleman" and the lack of "feminine
n35

influence”-“--but these influences remain too vague to be
effective. T belleve the reader 1s to assume from the fact
that the novel begins as a study of three similar young men
that Vandover with his internal conflict of brute against
art and morality 1s typical of 1ll men; it is Vandover's
weakness of character that is unique. Norris presented in
the major plot in the novel a character study, starting with

the above basic assumptions about Vandover's character and

pursuing theé following plan: "In a suitable environment

3OIbid., VIii, 15.

1
3 Ibid., V, 22,
32

Ibid., V, 23.
33Ib1d., v, 8.

34Ibid., v, 8-9.

35Ibid., v, 8.
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Vandover might easily have become an author, actor, or

musiecian. . . . As it was the merest chance decided his

36

career.,"
With the dual impulse within Vandover, he is almost
inevitably an incongruous character. His story is organized
around a series of reversals--Vandover acting in terms of
his praiseworthy artistic side and Vandover acting in terms
of brutish urge--Vandover the sensitive creator contrasted
with Vandover the vicious wolf. The basic pattern of shock
arises from the reader's knowledge of Vandover's basic worth
perverted into sub-human actions. The technique reaches its
climax in Chapter XIV, when Vandover, having been inspired
by listening to an opera, makes one final attempt to reform.

To be better, to be true and right and
pure, these were the only things that were worth
while, these were the things that he seemed to feel
in the music., It was as if for the moment he had
become a little child again, not ashamed to be
innocent, ignorant of vice, still believing in all
his illusions, still near to the great white gates
of 1ife,

The appeal had been made to what was best
and strongest in Vandover, and the answer was quick
and overpowering. All the good that still survived
in him leaped to life again in an instant, clamour-
ing for recognition, pleading for existence. The
other Vandover, the better Vandover, wrestled with
the brute in him once more, never before so strong,
never so persistent. He had not yet destroyed all
that was good in him; now it had turned in one more
revolt, crying out against him, protesting for the
last time against its own perversion and destruc-
tion. Vandover felt that he was at the great

Brp14., v, 9.
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crisis of his life,37
But by the end gf the chapter, the outcome is apparent. He
has tried to work and failed.

But the curious experience repeated itself
again that night as soon as he tried to work. Once
more certain shapes and figures were born upon his
canvas, but they were no longer the true children
of his lmagination, they were no longer his own;
they were changelings, grotesque abortions. It
was as 1f the brute in him, like some mallcious
witch, had stolen away the true offspring of his
mind, putting in their place these deformed dwarfs,
its own hideous spawn.

Through the numbness and giddiness that
gradually came into his head like a poisonous
murk he saw one thing clearly: It was gone--his
art was gone, the one thing that could save him.38

The consistent pattern, up to this point, has been the pre-
sentation of Vandover's desire for good, his motivation
toward artistic growth, followed by the reality of his dis-
sipation. The pattern is a familiar one, but the technique
of presentation and the clear-cut moral classification of
good and evil prevent much of the subtlety and force which

it achieves in Madame Bovary or A Mummer's Wife,

Since Norris aspired to "Realism of motive and emo-

tion," a central question posed concerning characterization

is that of motive or cause of Vandover's fall, The most

obvious cause, of course, is Vandover's weakness of character.

Indulgence through weakness of character leads to actual

bhysical and mental change, diagnosed by a doctor as

37Ibid.,, v, 187.,
8
3 Ibld., V, 201,
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n39

which, as Pizer has suggested, was

4o

believed to be caused by excessive drinking. Thus Vandover's

"Lycanthropy-Mathesis,

degradation seems to be explained as a basic weakness whose
indulgence brings insanity. But there are additional explana-
tions, vaguely presented but nevertheless vital to the under-
standing of the novel. Again in Chapter XIV, one of these
causes 1is explained:

It was night. He looked out into a vast
blue-gray space sown with points of light, winking
lamps, and steady slow-burning stars. Below him
was the sleeping city. All the lesser staccato
noises of the day had long since died to sllence;
there only remained that prolonged and sullen
diapason, coming from all quarters at once. It
was llke the breathing of some infinitely great
monster, alive and palpitating, the sistole and
diastole of some gigantic heart. The whole
existence of the great slumbering city passed
upward there before him through the still night
air in one long wave of sound. ’

It was Life, the murmur of the great,
mysterious force that spun the wheels of Nature
and that sent it onward like some enormous en-
gine, resistless, relentless; an engine that
sped straight forward, driving before it the
infinite herd of humanity, driving it on at
breathless speed through all eternity, driving
it to no one knew whither, crushing out inexor-
ably all those who lagged behind the herd and
who fell from exhaustion, grinding them to dust
beneath its myriad iron wheels, riding over them,
§t111 driving on the herd that yet remained,
driving it recklessly, blindly on and on toward
some far-distant goal, some vague unknown end,
some mysterlous, fﬁarful bourne forever hidden
in thick darkness.

3O1p14., v, 243.
4o

Myorris, v, 201-202.

Pizer, PMLA, LXVII, 555.
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Here is a force that demands that man adapt to it. This
monster, Life, 1s in the very terms of its description
linked with the brutish force within Vandover, and yet by
giving in to the brute, Vandover becomes one of those "who
lagged behind the herd" and is crushed. Vandover, whose
weakness prevents his adaptation to Life, is crushed by this
amoral force by means of a psychsomatic disease. And finally
entering into thils formula in some strange way 1s Norris'
intended portrayal of environmentalism., How the failure of
the various San Francisco environments to supply Vandover
with an adequate moral code with which to adjust to amoral
Life fits into this causal scheme remains a problem. It is
clear, however, that Norris used most of the standard
naturalistic explanations for the incongruous character of
Vandover--basically weak character, environment, and physi-
cal and mental 1llness--plus some explanations not associated
with the naturalistic tradition--chance and life force,

Most of the minor charactersremain consistent. Tur-
ner Ravis is the representative of moral society; Ellis is
representative of the immoral environment of alcohol and
gambling; the Dummy, who talks only when drunk, contributes
macabre humor to the world of dissipation. Dolly Haight re-
mains a moral abstraction, the completely social, moral man

,,42

who meets an "unjustified fate. Charlie Geary deserves

Y21p14., v, 268.
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more attention: a self-centered young man, he is determined
to become a successful lawyer. Combining self-indulgence
with regard for.public opinion, he justifies his legally
unethical and morally unjustifiable manipulation of Vandover
with the following rationalization: "Every man for himself,
that was what he said. It might be damned selfish, but it
was human nature; if he had to sacrifice Van, so much the

worse, It was evident that his old college chum was going

a3

to the dogs anyway. . . . Geary recognizes, in much the

same terms, the force which Vandover has earlier sensed;
Geary, unlike Vandover, is determined to use the force
rather than be crushed by it.

Every man for himself--that was his maxim, It
might be damned selfish, but it was human nature:
the weakest to the wall, the strongest to the
front. Why should not he be in the front? Why
not in the very front rank? Why not be even be-
fore the front rank itself--the leader? Vast,
vague ideas passed slowly across the vision of

his mind, ideas that could hardly be formulated
into thought, ideas of the infinite herd of human-
ity, driven on as if by some enormous, relentless
engine, driven on toward some fearful distant
bourne, driven on recklessly at headlong speed.

All 1ife was but a struggle to keep from under
those myriad spinning wheels that dashed so close
behind. .Those were happlest who were farthest to
the front. To lag behind was peril; to fall was
to perish, to be ridden down, to be beaten to the
dust, to be inexorably crushed and blottednﬁut be-~
neath that myriad of spinning iron wheels.

In terms of the plot, Geary is triumphant, being well on his

¥31p14., v, 220.
M4 1pid., v, 288-289.
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way to success due to his using the brute within himself
rather than beiﬁg subdued by it; his triumph, if intended
to havé thematic effect on.the reader, is negated by both
-his actions and the egotistical functioning of his mind,
which the reader is shown. Geary is a triumphant villain,
and it is hard to conceive of Norris' allowing his technique
- to be so misleading as to have intended Geary as the charac-
ter of value, successfully adjusting to life by compromising
between the two forces represented by Halght and Vandover.
It might seem that Geary is the perfect example of moral
shock, the technique so closely allied with the naturalistic
tradition. This may have been Norris' intention, but again
the moral pattern of the:novel conflicts wilth the structural.
pattern so that our final judgment of Geary is in moral
termstrather than in terms of the values inherent in the
structure.

The flaw which has been pointed out most often in

Vandover and the Brute 1s that Norris was inconsistent in

his representation of Vandover: Vandover is saild to be help-
less before the forces in which he is trapped, and yet he is
held morally responsible for his actions. Norris' objectivity
toward character is almost non-existent. Using the third
person point of view, Norris combined authorial summation and
generalization, presentation of mental processes, and drama-

tic scenes., Norrils achieved some good characterization at
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times through allowing his irony to create its own effects,
as in this passage in which Vandover is recovering from the
suicide of Ida Wade:

Vandover was not given to self-analysis, but now

for a minute he was wondering 1f this reaction were
due to his youth, his good health and his good
spirits, or whether there was something wrong with
him, However, he dismissed these thoughts with a
shrug of his shoulders as though freeing himself
from some disagreeable burden. Ah, he was no worse
than the average; one could get accustomed %o al-
most anything; it was only in the books that people -
had their lives ruined; and to brood over such
things was unnatural and morbid! He could not

bring Ida back, or mitigate what he had done, or

be any more sorry for it by makihg himself miser-
able. Well then! Only he would let that sort of
thing alone after this, the lesson had been too
terrible; he would try and enjoy,himself again,

only it should be in other ways.4

The reader recognizes that Vandover's rationalization is
another step toward moral degradation rather than a moral
recovery, and Norris' refusal to make the point explicif
increases the effect., However, Norris chose this method in-
frequently. His more common method is to éerve as ever-present
guide for the reader's judgment of Vandover. For example, as
Vandover is recovering from the shock of his father's death,

he wonders, "Was his nature shallow?"46 ‘Norris inserts,
"However, he was wrong in this respect; his nature was not

shallow. It had merely become deteriorated."47 But whether

451p1d., v, 100-105.

%1114, v, 139.

¥ Ibid,
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overtly commenting or leaving the reader in doubt as to
whether he is reporting Vandover's thoughts or giving autho-
rial judgments, Norris presented his moral Judgment of
Vandovér, thus“>classifying him at each step of the narrative
for the reader. As a result, the reader agrees with Norris
that Vandover has a chance to be good but becomes bad. Ac-
cording to Walcutt, this presents no problem: "Vandover is
accepted for what he is--not judged--and the reader, I be-
lieve, identifies himself with the struggling spirit of the
protagonist as well as with the social and personal evil

which destroys him."48

However, when an author acts as

- Judge and consistently condemns his protagonist as weak and
immoral, the'reader finds it very difficult to identify him-
gself and sympathize with that character, and when the author

consistently attaches such adjectives as vicious and evil to

the antagonistic forcé, identification becomes equally im-
possible, Norris, through his lack of obJectiviﬁy, prevents
any emotional involvement of any kind, except perhaps a feel-
ing of horror, There is no moral shock but only a shock to
one's sensibility elicited by the actions of Vandover and

the other characters._ If the reader does not Jjudge, as
Walcutt suggests, it is because most of the judging is done
for him., The effect is that of "a series of nightmare

48Walcutt, p. 123.
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pictures"u9 rather than a serious presentation of 1life,
Objectivity toward values is also apparently not a
goal of Norris in this novel. His judgment of Vandover is
consistently. in terms of good and evil, Ultimately it is
shocking that a Harvard graduate 1s driven to cleaning
workmen's houses to earn money, but it is really a fate he
deserves because of his evil actions. Throughout the novel,
the author's morality is made explicit: lechery, excessive
drinking, gambling, plus most of the other standard social
transgressions are assoclated with evil., The pattern of en-
vironments 1s presented as support for this traditional
morality. The overall effect upon the reader is that he-
feels in complete accord with the ethical views of the
writer. Yet in strange contrast to the judgments of the
author on Vandover and on the environments is the structure:
Haight punished for innocence, Vandover for sin, and .Geary
rewarded for selfish hypocrisy. The reader has become so
dependent upon ethical guidance from Norris that Norris'
failure to offer a moral explanation of the structural values
is bewildering. The basic inconsistency of the novel is
much greater than Norris' failure to treat Vandover objec-
tively. A good novel--perhaps even a good naturalistic
novel--could have been created with either Vandover as mor-

ally responsible man or Vandover as hopelessly trapped. But

&9Taylor, p. 287,
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Norris' juxtaposition of a morally defined story of degrada-
tion with an apparently amoral panoramic structure can only
cause confusion, The reader perceives this confusion as a
failure in technique. If Norris is to treat Vandover within
a traditional moral frame of reference, he should be expected
to Judge Geary and Haight by the same standards; or in other
terms, impartiality toward characters and objectivity toward
values must be consistent.

Pizer attempts to explain the inconsistency of the
novel by tracing within 1t a pattern of ethical dualism, the
source of which was Professor Conde of the University of
California, one of Norris' instructors. 1In this system of
evolutionary humanism, both human values and evolutionary
force are necessary values: evolution progresses toward
its ideal end ﬁhrough a complex interaction of soul and body.
A man's exclusive commitment to body (force) or to soul
(ideals) is destructive.so Although I think Norris at the
tiﬁe of the composition of Vahdover was struggling toward
some such inteilectual position, I do not find 1t consist-
éntly exhibited in the novel. Norris' intellectual problem,
as it 1s exhibited in the novel, is that he cannot reconcile
his belief in traditional good and evil with amoral force.
He cannot adequately explain the relationship between the

brute in Vandover, and all men, a monster which seems evil,

50Pizer, PMLA, LXII, 552-555.
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and the monster which is "Life," a force which is not evil.
I think that the moral nature of evolutionary force re-
mained an intellectual problem for Norris at least through
his first four novels. Although Norris' intellectual con-
fusion may be the cause of his failure to find adequate tech-
niques for writing a totally successful novel, the immediate
cause of the novel's failure 1s inadequate novelistic tech-
niques. Norris found no believable way to fuse moral judg-
ment and super-moral force in the novel., They exist as two
separate norms in the novel, causing an unresolvable clash
between most of the elements of the novel and the theme in-
herent in the structure, The passages on "Life" have the
effect of improbable and functionless intrusions. Norris
failed to find techniques with which to gain a unified ef-
fect upon the reader,

Entranced by the effects gained in Zola's novels,
Norris attempted to imitate them in Vandover and the Brute.

He probably chose his subject from Zola's La Béte humaine,

using such Zolaesque devices as sexual motivation, alcohol-
ism, obsessive gambling, and the medical explanation for
degradation. He recognized Zola's use of environment as an
explanation of action and reiterated the environmental for-
mula throughout the novel, but he failed to find a technique
| whereby environment and action could be believably interre-

lated. He used the techniques available to achleve incongruity
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of characterization, He achieved, with some skill, the sen-
sationalism he recognized in Zola in the shipwreck scene,
the descriptions of the drinking bouts, the portrayal of
Vandover as wolf, and the final scene of degradation. Norris
may even have recognlzed the pattern of moral shock inherent
in the naturalistic tradition: Geary's triumph offends the
reader's moral sense, However, Ahnebrink must be speaking
of intention rather than performance when he states, "“the
novel conforms to naturalism in theme, treatment, and de-
tachment";51 the detachment is missing, and as a result,

the theme 1is ultimately undeterminable. An adequate summa-

tion of Vandover and the Brute 1s that 1t is a naturalistic

novel which fails because of the author's fallure to master
~the technique of objectlivity,

McTeague 1s usually called a better book than
Vandover and, In fact, 1s often called the best of Norrig!
novels. Because the environment is depressing and the autho-
rial comment less, McTeague 1s considered the most natural-
1stlc of Norris' novels, But as in Vandover, one of the
primary criticisms of the novel is that Norrls was incon-
sistent in his presentation of brute force: he seemed un-
certain as to whether it was a value for good or for evil.

There is little doubt about Norris' intention in

McTeague. In a letter to Howells, Norris wrote, "Mr.

51 phnebrink, p. 110.
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Doubleday has now in the presses a novel of mine, to appear
in the Spring, of an entirely different style than Moran,

I think it will be called 'The People of Polk Street' /sic/
It is as naturalistic as Moran was romantic and in writing
it I have taken myself and the work very seriously."52 At
least as interesting as his announcement of naturalistic
intention is his proposed title, which elucidates the in-
tention of the much-argued question of the structure of the
novel, Almost everyone, from the time of the novel's publi-
cation, has found 01d Grannis and Miss Baker incongruous in
the novel. Norris' proposed title suggests that at least
part of his naturalistic intention was that of gaining
‘breadth of presentation through a panoramic structure rather
than that of a study of a single individual. Just as
Vandover, Halght, and Geary form the structural center in
his first novel, so three couples of Polk Street--McTeague-
Trina, 01d Grannis-Miss Baker, and Maria-Zerkow--define the
intended structure of his second novel. Norris adopted the
common device of the apartment house as a way to bring the
characters of his novel together. Despite the constricted
environment of Polk Street and the occasional intrusion of
the world outside, the central conflict of the novel is not

even so socially oriented as that of Vandover; rather it is

52ppanklin Walker (ed.), The Letters of Frank Norris
(San Francisco: The Book Club of California, 1956), p. 23.
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a struggle between inexplicable brute force and human values.
McTeague and Trina exhibit the two primary forms instinctive
force can take--avarice and animal passion--forms which are
often modified in these characters by a struggle toward

human values. Maria and Zerkow represent greed so absolute
that 1t causes insanity with no saving grace of humanity.

01d Grannis and Miss Baker, devold of brute force, are not
quite so shocking in thelr pathos as Haight but, nevertheless,
hardly offer any solution to the conflict in their absolute
conformity to outmoded social graces.

Superimposed on this structure of contrasts i1s the
melodramatic plot, bullt around a series of carefully struc-
tured climaxes, of the fall of McTeague. As in Vandover, the
attention given to McTeague tends to obscure the larger
structure, thus making the other two couples seem superfluous
to the story of McTeague, McTeague's story 1s one dependent
upon chance, not cause, and the much-criticized ending is such
an overworking of chance that it fails to convince,

In the first chapter, Norris described Polk Street
from sun-up to midnight and contrasted the scene on the
street during the week with that on Sunday. It 1s a street
of cheap businesses and the homes of laboring people, but it
is not the slum of Rum Alley. It is essentially a respect-
able street. The apartment house, McTeague's dental parlor,

and the apartment of McTeague and Trina are all carefully
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presented. But despite all the care expended on the environ-
ment, it is really not vital to the novel. The absence of
riches is important to the motivation; the availability of
the bar is important to the tracing of McTeague's degrada-
tion; certain elements of the environment--the dogs, the
gold tooth outside McTeague's shop, the canary and its
cage--take on symbolic significance,ubut there 1s even less
attempt in the first two-thirds of the novel to relate the
actions of the characters to the environment than in Vandover.
Nevertheless, the environment seems real, and perhaps as
Walcutt suggests, "its existence is its justification for
being included in the novel."?3

The apparent isolation of the Polk Street environment
is infterrupted occasionally by chance events from outside,
The winning of the lottery, the prohibition of McTeague to
practice dentistry, and finally the law which'pursues McTeague
in the latter part of the novel are all vague and inexplicable,
understood neither by McTeague nor the reader. There is also
visible an increased bestiality in McTeague when he abandons
Polk Street. These elements remain so tenuous, however, that
their effect is that of plot manipulation rather than meaning-
ful environmental forces.

The characterization of McTeague is more effective

than that of Vandover, bartially because McTeague is a much

53Walcu‘ct, p. 128,
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less complex character. Described as "immensely strong,
stupid, docile, obedient,"54 McTeague's body and mind are
"heavy,"55 and despite his animalism, "there was nothing

vicious about the man,"56

Altogether, this is a unique con-
ception of the protagonist in the American novel. But the
unconsclous Trina brings out the conflict which has been
latent in McTeague: "Below the fine fabric of all that was
good in him ran the foul stream of hereditary evil, like a
sewer."! It is the brute, the animal, the monster, McTeague
is not the noble innocent corrupted by society, as suggested

by Carvel Collins,58

but a man who has inherited "the evil
of an entire race." Torn between his human values, made
up of love, tenderness, kindness, and a capacity for friend-
ship, and the brute within nimself, McTeague is naturally an
incongruous character. As these two impulses, symbolized

by the canary and its gilt cage, the concertina and the
golden tooth, become unbalanced by outside forces--Trina's

miserliness, loss of practice, alcoholism--McTeague changes

from the friendly glant to the scheming animal.

54Norris, VIII, 3,

551b1g,

56 1p14.

5T1pid., VIII, 27.
58carvel Collins, "Introduction” to Frank Norris,

McTeague: A Story of San Francisco (New York: Holt, Rine-
hart and Winston, Inc,, 1960), p. xiv,

Sorris, VIII, 27.
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Trina Sieppe, more intelligent than McTeague, has
the same internal conflict in a slightly different form,
First seen as a sexual ambivalence, an aversion to McTeague
until he crushes her in his arms and then a kind of maso-
chistic adoration of him, the animal in her ultimately takes
the form of miserliness, a vice which her better natﬁre re-
bels against but which she cannot avoid. She 1is transformed
from an attractive young woman into a destructive shrew.
Her movement, like that of McTeague, is toward degradation,
and hardship brings out the worst of both husband and wife,

Most of the other characters are more consistent
than McTeague and Trina. O01ld Grannis and Miss Baker, ruled
by timidity and the proprieties, are the element of Polk
Street without animalism; their love, seemingly triumphant,
is really only pathetic, Maria Macapa, slightly insane
E‘especially on the subject of the gold plate once owned by
her parents, is so convincing in her descriptions that
Zerkow, the Jewish Junk dealer insane with lust for gold,
marries her in hopes of possessing the gold plate. Ironi-
cally, the fruit of the marriage, the birth of a child,
drives this memory from Maria's mind so that Zerkow finally
kills her because of her failure of memory. Sensational in
conception, these characters never achieve credibility and
remain structural devices offering a contrast to the other

two sets of lovers, Marcus Schouler, at first friend and



359

finally enemy of McTeague, is the character who is used to
bring successlve reverses in the plot. It 1s he who intro-
duces McTeague and Trina, who directs the romance, who turns
viciously against-McTeague because of his own failure to
get Trina's lottery winnings, who reports McTeague for
practicing without a license, and who dooms both himself
and McTeague to death in the desert by handcuffing them to-
gether, Despite his reversal from friend to enemy and de-
spite the presence in him of brutish avarice, he remains a
device for forwarding the plot rather than an integral part
of the structure of the novel,

Despite a great deal of authorial analysis in the
novel and a consistent application of the adjective evil to
the brutish motives of McTeague, Norris achieved an effect
of objectivity in his treatment of his characters.. The tone
is that of scientific objectivity, and unlike the characters
of Vandover, the personages of McTeague are so far removed
from normal human motivations that both Norris and the
feader share in the objective study of these specimens.
Little sympathy is demanded of the reader, and as a result
the sensational effects gained by Norris must depend upon
even more violence than in Vandover. The final effect of
McTeague, powerful though it 1s, exists as a series of
nightmarish scenes: the brutal fight between Marcus and

McTeague in the park, the murder of Maria, the climactic
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murder of Trina, and finally the grotesque scene on the
desert. _

The effect of the impartiality toward characters in
McTeague 1s different from that gained by Moore or even Zola.
Rather than a pattern of ironic shock dependent upon the
reader's sympathy for the goals of the protagonist and
revulsion at his actlons, the effect remains a relatively
simple shock, arising not out of sympgthy but rather simple
surprise that human beings can act in such a way. However,
this lack of sympathy, this emotional distance from all the
characters, is the facet of the novel which is instrumental
in giving the book a deterministic effect, As Walcutt points
out, the structure depends upon neither "internal forces
nor . . . external pressures operating in their regular

t

courses," and yet "the incidents seem inevitahle as they

occur°"60 Unlike the empty assertions on the same subject

in Vandover, generalization and effect coalesce so that the
reader feels, when he finishes the novel, that the follow-
ing assertion is true:

The very act of submission that bound the woman to
him forever had made her seem less desirable in his
eyes. Their undoing had already begun. Yet neither
of them was to blame. From the first they had not
gought each other. Chance had brought them face to
face, and mysterious instincts as ungovernable as
the winds of heaven were at work knitting their
lives together. Neither of them had asked that this
thing should be--that their destinies, their very

6OWalcut, p. 131,
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souls, should 5é the sport of chance., If they

could have known, they would have shunned the fear-

ful risk., But they were allowgg no voice in the

matter. Why should it all be?
The lack of humanity in the major characters makes the read-
er willing to accept the fact that these characters are ruled
by chance and have no will, The reader shares in the author's
wonder expressed in the final question in the paragraph, but
despite the vagueness of any answer, the reader almost ac-
cepts the destructlion of McTeague and Trina as determined
fact.

Norris gained a deterministic effect, but it was at

a rather high cost to truth, for as Howells noted, "It is a

little inhuman."62

Howells was also the first to point out
that, even "within the ascertained limits" of Polk Street,
the reader's belilef is strained in "an anticlimax worthy of
Dickens."63 I suppose in terms of the law of averages, the
ending in the desert is not much more improbable than Trina's
timely winning of the lottery; however, the reader has been
aware of the tension between his suspension of disbelief due
to lack of involvement with the characters and the increas-_
ing improbabllity of a manipulated plot. Having already
burdened the reader's belief with McTeague's amazing sixth

gense, Norris destroys this belief with the series of

OlNorris, VIII, T8.

62Quoted in Ahnebrink, p. 116.

031p14.
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accidents leading to McTeague and Schouler's deaths in the
desert, As in Vandover in which one of the inconsistencies
was that between an experimental structure and the other ele-
ments of the novel, McTeague exhibits a failure of fusion
between the experimental structure centering on the three
couples and the contrived plot centering on McTeague; this
point is most easily seen in the melodrama of the last third
of the novel. Is Norris' sensationalism--his natural love

of the grand effect--the cause of this weakness? Norris,
writing to Howells concerning his review of the novel, de-
fended his ending with "I am sure that it has 1its place."64
Is Norris here the author incapable of self-criticism or 1s
he the author with knowledge of his plan refusing to explain
to those of limited vision?

I think a close reading of the section set in the
mountains and desert shows that this sgction is an attempt
to save the basic theme of the novel, an attempt which fails
because of Norris!' failure to achieve a unified effect.
Norris had abandoned McTeague with the murder of Trina, and
he finished it only affter a visit to the mining country, In
a book structured upon a series of contrasts--that between
hereditary brute instinct and learned human values and the
three couples who exhibit various combinations of these

qualities--the natural setting offers a contrast to the con-

6MWa1ker, Letters, p. 3&4.
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strictions of Polk Street. In the mountains, "A tremendous,
immeasurable Life pushed steadily heavenward without a sound,
without a motion. . . . In Placer County, California, Zﬁéturg7
is a vast unconquered brute of the pliocene epoch, savage,

w65

sullen, and magnificently indifferent to man. McTeague

has returned to the source of Life by "following a blind
and unreasoned 1nstinc’c,"66 and "in the midst of the play
of crude and simple f’orces,"67 "the life pleased the dentist

n68

beyond words. With the return to this world of relative

simplicity, the brute, which in the first part of the novel
was "hereditary evil,"69 becomes transformed into the "strange

n70

sixth sense which is the instinct for self-preservation

from the vaguely defined forces of society called "'They‘"71
by McTeague. But like the bird in the gilt cage, which he
desperately keeps with him, McTeague 1is trapped by a force
associated with but greater than the brute within him. As

in Vandover, McTeague exhibits a shift in values from the

brute as evil to the brute as beneficent force for

self-preservation, both connected in some unintelligible

®5Norris, VIII, 322.

66Ibid., VIII, 327.

67 1b1a., VIII, 328.

681bid., VIII, 329.

®91p1a., VIII, 27.

TO1pia., viir, 3u8.
M1pia., vIII, 362.
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way with amoral "Life,"

In the last part of the novel through the use of un-
stated contrasts and comparisons, Norris attempted to give
Polk Street a power and meaning which it never achleved dur-
ing the earlier parts of the novel. 1In the early part of
the novel, Polk Street 1s a place lacking in culture and a
place in which brutish passions are exhibited, but it is
not the environment causing moral confusion as lmplied by
the contrast with the mining country. Neither are the ex-
ternal forces which enter Polk Street during the early parts
of the novel felt as a unifled force which can be summed up
as a single "They." Norris, by implication, made demands
upon the first part of the novel for which he had not pre-
pared the reader. Again his techniques were insufficient
to express his themes. The demand in the last part of the
novel is that the reader see Polk Street as a formative in-
fluence on the charactér of McTeague; Norris failed to show
this Interrelationship between environment and character,
The result is confusion, inconsistency, and a feeling of
incredibility on the pért of the reader, Walcutt is right
when, echoing other critics, he says, "Norris expresses no

teleology"72

in this novel, but this fact results from fail-
ure, not intention. Norris had to experiment with both his

ideas and his techniques in the freer forms of the

T2Waleutt, p. 132.
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non-realistic novels, in which as he said of Moran, "I was
flying kites, --trylng to see how high I could get without

."73 before he could achieve a more

breaking the string, . .
coherent statement of his theme in The Octopus.

Like Vandover, McTeague ultimately fails as a coher-

ent work of art. The question remains as to why it has been
consistently praised ag a powerful book. Some of the ele-
ments contributing to this power have already been discussed:
the simple sensationalism, the ever-surprising turns of plot
"that might be found in any novel of adventure and intrigue,"Yu
and the inherent interest of the realistic portrayal of Polk
Street, nineteenth-century dentistry, and the mines. Another
fascinafing element is Norris' treatment of normal and ab-
normal psychology. His development of the corresponding in-
crease of Trina's love with domination and the decrease of
McTeague's love with possession, apparently included because
Norris believed 1t as psychological fact, 1s a sign of the

new psychology. The more functional development ¢f Trina's
masochism and McTeague's sadism is part of the sensational
element of the novel., And finally the symbolism of the novel
adds power despite its rather confusing inconsistency. The
primary symbol is gold, seen in the gold-tooth sign, the gold

motif of the Maria-Zerkow story, the gilt canary cage, the

73Walker, Letters, p. 23.
Thaleutt, p. 131.
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gold hoarded by Trina, and the gold of the mines., Gold is
part of the brute forces of the novel, dominating Trina,
Maria, and Zerkow. Representing the other element of brute
force is the animal imagery, obvious in the neighborhood
dogs, the mousetrap, and McTeague himself., Apparently re-
presenting the standards opbosed to avarice and animalism
are McTeague's concertina, the canary, and, in extreme form,
01d Grannis and Miss Baker. It is significant that this
symbolism is different in function from that which Crane
used. Crane's symbols were a device to exhibit materialis-
tic forces with economy; there is nothing economical in
Norris' symbolism. He 1s striving to represent the inex-
pressible--the supernatural element of "Life.," Thus his
romanticism 1s not simply built upon a belief in unique ef-
fects but has that element of supernaturalism which is sup-
posedly antithetical to naturalism.

Although Norris is more effective in his sensational
effects, most of them traceable to naturalistic practice,
more objective in his treatment of characters and values,
more typically naturalistic in his choice of milieu in
McTeague than in Vandover, his theme is ultimately undeter-
minable and his symbolism goes beyond that of Zola or any
other naturalist I have discussed in the direction of attempt-
ing to express the supernatural, If McTeague is the triumph

of early American naturalism, it is naturalistic in terms of
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techniques modified by other traditions, not philosophy.

One of the problems of Norris apparent from an analy-
sis of his first two novels is that he was struggling with
an evolutionary conception of force and attempting to recon-
cile it with his belief in the traditional concepts of good
and evil., One of the unanswerable questions in both Vandover
and McTeague is that of the relationship between internal
brute and external Life, both forces present in each novel.
More simply the question comes to be, both for Norris and
for the reader, whether life force is good or evil. The
three romantic novels written between the completion of
McTeague and the beginning of The Octopus exhibit Norris'
progression toward a definition of force, I think that a

brief discussion of these three novels, Moran of the Lady

Letty, Blix, and A Man's Woman, will not only aid in under-

standing Norris' purposes in his last two novels but also
illustrate some continuity with what he was attempting in
his first two novels,

Despite Norrié' reputation as a naturalist, these
three novels are always called non-naturalistic because of
their traditional plots and subject matter and because all
three are studies of the operation of the human will. I have
noted before that one of the characteristics of the natural-
istic novel is the search for an organlzational form that

avoids the plan of the traditional plot with the happy



368

ending. In "The Mechanics of Fiction," Norris does not in-
dicate that he had any such revolutlonary conception of
structure; although his terminology varies slightly, his
conception of structure is in the traditional pattern of
exposition, complication, rising action, climax ("pivotal

event"), and resolution. ® Moran of the Lady Letty is a

traditionally constructed adventure story except for its
unbelievable avoidance of the happy ending; Blix has the
traditional structure of the popular magazine love story
(boy has girl, boy loses girl, girl gets boy); A Man's
Woman i1s a standard variation of the same love story (boy
and girl secretly love each other, girl admits love only to
reject boy, marriage). Even in his better novels, one of
Norris' central weaknesses is his melodramatic plots; in
these novels, the melodramatic element is dominant,

The weakness of the novels, however, 1s one of the
things that makes them useful for my purpose. Threaded, not
fused, through these traditional plots is a non-traditional
theme. This theme can be stated, in oversimplified form, as
the male's discovery or recovery of a kind of supernatural
force through a matching or.a fusing Qf hislforée with that
of an unconventional Woman. In Moran, Ross Wilbur, a
San Francisco fop, is shanghaied and meets Moran, a wild

Scaﬁdinavian woman of the sea; tested by killing a man and

A 75Nor'ris, ViI, 113-117.
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brought to manhood by defeating Moran in an insane physical
struggle, Wilbur suddenly has a new and a right, according
to the values of the novel, perspective on life:

Never had he conceived of such savage exaltation
as that which mastered him at that instant. The
knowledge that he could ki1ll filled him with a
sense of power that was veritably royal. He felt
physically larger. It was the joy of battle, the
horrid exhiliration of killing, the animal of the
race, the human brute suddenly aroused and domi-
nating every instinct and tradition of centuries
of civil%gation, The fight still was going
forward.

Civilization versus atavism is not the conflict reflected
in the plot, but it is the thematic conflict. The natural
forces, despite thelr leading to brutality and killing, are
the good forces of the novel. In talking to his socially
prominent friends, Wilbur makes clear what the civilization
side of the struggle has to offer:

"Why, man, I've fought--fought with a naked dirk,

fought with a coolie who snapped at me like an

ape--and you talk to me of dancing and functions

and german favours! It wouldn't do some of you

people a bit of harm if you were shanghaled your-

selves, That sort of 1life, if it don't do any-

thing else, knocks a big bit of seriousness into

you, You fellows make me sick. . . . As though

there wasn't anything else to ?o but lead cotil-

lons and get up new figures."7
It seems a pretty uneven struggle if civilization is to be
equated with San Francisco foppery. The plot, the charac-

ters, the techniques make the theme silly, but the belief

T01pid., ITI, 286.
TT1p1g., III, 308.
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in the necessity of brute instinct, not yet clearly defined,
to counterbalance the emptiness of c¢ivilization is, I should
guess, the one serious thing that Norris put into the book.
In Blix Condy Rivers, a morally weak young journal-

ist with creative aspirations, is transformed into a respon-
sible man by Travis Bessemer, "just a good, sweet, natural,
healthy-minded, healthy-bodied girl, honest, strong,
self-reliant, and good—tempered."78 The antagonist in the
novel is again immoral soclety:

"You see this ce.rd business is only a part of this

club life, this city life--like drinking and--

other vices of men, If I didn't have to lead the

life, or if I didn't go with that crowd--Sargeant

and the rest'of those men--It would be different,

easier maybe.79
Pursuing thelir adventures outside the accepted San Francisco
soclety, Condy and Blix develop the force which will replace
social emptiness: "The simple things of the world, the
great, broad, primal emotions of the race stirred in them."80
With the rejection of the artificial, Blix becomes woman and
Condy man, and the whole process is given cosmic significance:

The huge spaces of earth and air and water carried

with them a feeling of kindly but enormous force--

elemental force, fresh, untutored, new, and young.

There was buoyancy in it; a fine breathless sense

of uplifting and exhiliration; a sensation as of

bigness and a return to the homely, human, natural

life, to the primitive old impulses, irresistible,
changeless, and unhampered; old as the ocean, stable

T 1p1a., 111, L.

TO1piq., 111, 57.
801p14., III, 123.



371

as the hills, vast as the unplumbed depths of the

sky .0l
The brutishness of the force in Moran has disappeared in
this novel, but again there 1is the praise of cosmic natural-
ism, primitivism, in preference to the dissipations and
artificialities of society.

Norris continued and made slightly more complex the

n82

"apotheosis of force within a more unbelievable plot in

A Man's Woman. In this novel, Ward Bennett, forceful Arctic

explorer, is shown exerting his will for necessary ends,

even at the cost of the sacrifice of human life, in the Arc-
tic., Facing "the scarred battlefield of chaotic forces, the
183

gsavage desolatlion of a prehistoric world, man can only
survive through his "Instincts--the primitive, elemental
impulses of the animal, . . ."84 Bennett loves and 1s se-
cretly loved by Lloyd Searight, a forceful nurse who is op-
pressed by "a shape of teérror, formless, intangible, and in-

visible."85 n86

Both meet "The Enemy and defeat it: for
Bennett it 1is the natural destructive forces of the Arctic;

for Lloyd i1t is the diseases afflicting her clients., In the

8lrp14., TII, 169.

82Walker, Norris, p. 85.

83Norris, VI, 33,

84Ibid., VI, 18.

851p1a., VI, 6.

86Ibid., VI, 60.
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horribly contrived "pivotal point" of the novel, the primi-
tive force of Bennett clashes with the feminine force of
LloyG, and Bennett's triumph opens Lawrencian depths for
the woman:

Lloyd saw deep down into the black, mysterious

gulf of sex--down, down, down, where, immeasur-

ably below the world of little things, the

changeless, dreadful machinery of Life itself

worked, clashing and resistless in its grooves.

It was a glimpse fortunately brief, a vision

that does not come too often, lest reason,

brought to the edge of the abyss, grow giddg

at the sight and, reeling, topple headlong,o!
Force has lost some of its benevolence since Blix and is
identified with some of the violence of Moran; Norris is
still struggling with the moral nature of force. The primi-
tive forces of Bennett also collide with moral forces. 1In
his will fo conquer Lloyd, he sacrifices the life of his
best friend; his choice of selfish love over honor causes
self-doubt so that Bennett loses some of his force, but of
course, as Lloyd subordinates her force to that of Bennett,
his force is modified so that "they were both working out

u88

thelr salvation along the same lines. Bennett's trans-

formation is described in the following terms:

Humanlty entered into the gloomy, waste places of
hils soul; remorse crowded hard upon his wonted arro-
gance; generosity and the impulse to make amends
took the place of selfishness; kindness thrust out
the native brutality; the old-time harshness and

87Ibid., VI, 120-121.

8
8Ibid., VI, 206.
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imperiousnegg gave way to a certain spirit of
toleration.

Thematically the book is still rather muddled, but it seems
clear that what was intended is a reconciliation between the
moral, humane force of Lloyd Searight and the primitive,
brutal force of Ward Bennett to create in the union of the
two a healthy balance between atavistic strength and civi-
lized values. Although society is a less dominant antagonist

in A Man's Woman, "salvation" depends upon a set of values

above or below or, at least, outside the artificial values of
society.

Despite Norris' faillure to find adequate fictional
forms or even adequate terms for his ideas in these three
hovels, there is an element of thematic consistency. Posit-
ing a conflict between natural forces and immoral, destruc-
tive civilization, he created an ineffective, if not down-
right silly, fictional conflict by confusing, at least
symbolically, the values of civilization with the artifi-
cialities of high society in the first two novels. The
nature of force is also left unfortunately vague: sometimes
it is primitivism inherent in the individual and sometimes
a cosmic machine with which the individual must align him-
self, Although often frightening and even brutal, natural
force is essential to the complete human being. In the last

of these novels, Norris recognized the conflict between

891pid., VI, 205-206.
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force and traditional values and attempted to reconcile
them, keeping the best of both atavism and humanism.

In these three nnvels, Norris shifted fictional tra-
ditions but adhered to his evolutionary theme which was
barely perceptible in his firs{ two novels. I think that
the conflict between civilization (society) and force evi-
dent in Moran and Blix 1s that which was intended to control

Vandover and that which explains the 1ntention of the last

part of McTeague. In Moran and Blix, Norrls exhibited the
game confusion about whether force was good or evil that he

had exhibited in his first two novels. In A Man's Woman,

he repeated the conflict which structures McTeague, that
between human values and atavistic forcé, and found a tenta-
tive solution which was to be developedAin his last two
novels,

With the encouraging, if partial, success of his
published novels and with some financial security, Norris'
plans, like his plots always rather grandiose, turned toward
a project in which he could develop a more congenial form
for his newly defined ildeas on force. Interested as much in
classical and Renaissance examples as in Zola, Norris
planned the epic which he thought America lacked.

The plain truth of the matter is that we
have neglected our epic--the black shame of it be on
us--and no contemporaneous poet or chronicler thought
it worth his while to sing the song or tell the tale

of the West, because literature in the day when the
the West was being won was a cult indulged in by
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certain well-bred gentlemen in New England who
looked eastward to the 014 World, to the legends
of England and Norway and Germany and Italy for
thelr inspiration, and left the great, strong,
honest, fearless, resolute deeds of their own
countrymen to be defamed and defaced by the
nameless hacks of the "yellow-back" libraries,90

~In March, 1899, he wrote to Howells of the plan for his epic.

I have the idea of another novel or rather series
of novels buzzing in my head these days. I think
there 1s a chance for somebody to do some great
work with the West and California as a background,
and which will be at the same time thoroughly
American, My idea 1s to write three novels around
the one subject of Wheat. First, a story of
California, (the producer), second, a story of
Chicago (the distributor), third, a story of
Europe (the consumer) and in each to keep to the
idea of this huge, Niagara of wheat rolling from
West to East. I think a big Epic trilogy could
be made out of such a subject, that at the same
tine would be modern and distinctly American.

The idea 1s so big that it frightens me
at times but I have about made up my mind to have
a try at it.91

In a letter to Isaac F. Marcosson in November, 1899, he re-
nounced the style of hls last three novels in order to re-
turn to the methods of his first two novels.

I am going back definltely now to the style of
MacT. and stay with it right along. I've been
sort of feellng my way ever since the 'Moran'’
days and getting a twist of myself. Now I think
I know where I am and at what game I play the
best. The Wheat series will be stralight natural-
ism with all the guts I can get into it.92

Travelling extensively to carry out the research on his epic,

91pid., VII, LT.
91Walker, Letters, p. 34.
9%21p1d., p. b8.
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Norris devoted the last two years of his life to the project,
producing two of the three novels planned, The Octopus (1901)
and The Pit (1903).

The larger and better of the two works is The Octopus:

A Story of California. The novel traces the struggle of the

San Joaquin Valley against the all-powerful Pacific and
Southwestern Railroad. With wheat as the central unifying
conception of the book, Norris included in his attempt to
gain breadth through panoramic structure so many characters
and plots that one must search hard for the interrelationship
of the parts. Donald Pizer has outlined the pattern of the
novel:

The structural and thematic center of The
Octopus is the growth of a crop of wheat. This
cycle of growth, from October to July, contains
-two large substructures of conflict, both of which
are resolved within the forward thrust of the
wheat's growth., The first substructure deals with
three young men--the poet Presley, the ascetic
shepherd Vanamee and the rancher Annlxter--each of
whom undergoes a transformation of v lues and belief
following a perception of the meaning of the process
of growth, The second substructure is that of the .
struggle for the wheat by the ranchers and the rail-
road, each Sgeking the largest possible profit from
its growth.

Fitting into this structural pattern only slightly, if at all,
are other characters and plots, such as the Hooven family and
the Dyke family. Norris attempted to organize this mass of

material through a pattern of comparison and contrast. The

93Donald Pizer, "Nature in Norris' The Octopus, "
American Quarterly, XIV (Spring, 1962), 76.
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three young men exhibit the familiar pattern of difference
in relationship to force, in this case the force of the sym-
bolic wheat. Obvious are the contrived contrasts between
the social events of the farmers, the dance and the rabbit
drive, and the power struggle with the railroad. Norris!
technique for interrelating the various parts of the novel
is best illustrated in the last two chapters where he aban-
doned all attempts at subtlety of counterpointing. In
Chapter VIII Presley's talks with the men of power, Cedar-
quist and Shelgrim, and attendance at a luxurious dinner
party are interspersed with scenes depicting Minna Hooven's
turning to prostitution and Mrs. Hooven's descent to begging
and, finally, starvation. Chapter IX counterpoints the
triumph of S. Behrman, the railroad representative, over
Magnus Derrick and the triumph of the force of the wheat
over Behrman as he is buried in the wheat being loaded on a
shilp, with a scene intervening in which Vanamee, the mystic
unconcerned with the economics of wheat, joins his loved one.
Although this relationship through comparison and contrast
is evident throughout the novel, the muitipliciby of plots
which Norris set in motion often caused him to abandon this
traditional organizational principle of the panoramic novel
in order to summarize the progression of one or more of these
story lines.

Despite much description devoted to wheat, flowers,

and other aspects of nature in the San Joaquin Valley, the
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primary environment which believably acts upon the charac-
ters is economic, The most dramatic transformations of
character occur in Dyke, the good man who becomes an es-
caped criminal and is finally destroyed by the economic
power of the railroad, the female Hoovens, changed from
proud, moral women into prostitutes and beggars, and Magnus
Derrick, changed from a natural leader into a snivelling
shell., A kind of moral environment also acts ubon?character°
In a world where the immoral acts of the railroad forces are
consistently successful, the farmers lose sight of moral
value and resolve to act with the same weapons the railroad
uses. Ambitious Lyman Derrick betrays friends and family
because moral action seems foolish in his environment.

Magnus Derrick, famous fqr his morality, loses hils principles
in this moral wilderness and is transformed from a leader of
men into a weakling. The transformation of the three young
men, especially that of Annixter, is a moral process. But
intended to be the controlling environment is the natural
growth process, symbolized by wheat and flowers. Unfortunate-
ly, this environmental force is demonstrated only on the
level of assertion and not in terms which convince the read-
er, Despite a magnificently wordy attempt, Norris failed
once more to find a technique through which his concept of
force as environment could be effectively communicated to

the reader, This failure in technique cah be illustréted
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through the scene portraying Annixter's transformation.
Alone in the fields, trying to reconcile his desire for
Hilma Tree with his aloof, independent nature, Annixter ex-
periences a wonderful insight:

Out of the dark furrows of his soul, up from the
deep rugged recesses of his being, something rose,
expanding., He opened his arms wide. An immense
happlness overpowered him. Actual tears came to
his eyes. Without knowing why, he was not ashamed

"of it. This poor crude fellow, harsh, hard, nar-
row, with his unlovely nature, his flerce trucu-
lency, his selfishness, his obstinacy, abruptly
knew that all the sweetness of life, all the great
vivifying eternal force of humanity had burst into
life within him,

The little seed, long since planted, gather-
ing strength quietly, has at last germinated.

Then as the realization of this hardened
into certainty, 1in the growing light of the new day
that had just dawned for him, Annixter uttered a
cry. Now, at length, he knew the meaning of it all.

"Why--I--I, I love her," he cried., Never
until then had it occurred to him. Never until
then, in all his thoughts of Hilma, had that great
word passed his lips.

There it was, the Wheat, the Wheat! The
1ittle seed long planted, germinating in the deep,
dark furrows of the soil, straining, swelling, sud-
denly in one night had burst upward to the light.
The wheat had come up. It was there before him,
around him, everywhere, illimitable, immeasurable.
The winter brownness of the ground was overlaid
with a 1ittle shimmer of green. The promise of the
sowing was being fulfilled. The earth, the loyal
mother, who never failed, who never disappointed,
was keeping her faith again. Once more the strength
of nations was renewed. Once more the force of the
world was revivified, Once more the Titan, benignant,
calm, stirred and woke, and the morning abruptly
blazed into glory upon the spectacle of a man whose
heart leaped exuberant with the love of a woman, and
an exulting earth gleaming ftranscendent witguthe ra-
diant magnificence of an inviolable piedge.

MNorris, II, 81-83.
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There is no doubt what is intended here: spring, dawn, risen
wheat, natural rebirth is equated with the realization of
love and spiritual and moral rebirth. Norris attempted here
to communicate the working of the unconscious mind and to
show the interrelationship between the character of Annixter
and the natural environment. The first problem is that no
causal relationship between the processes of nature and the
realization of love by Annixter 1s established; the fact
that Annixter's rebirth occurs on the night that the wheat
comes up seems coincidental. Second, Annixter's new humanity,
his new moral system, remains unbelievable because it exists
simply as Norris' assertion: the reader wants to know how
love transforms a man completely. The adjective-laden
prose not only seems strained but fails to communicate the
psychological process., The major polnt to be made here is
that? despite the painfully apparent attempt to equate
natural process and psychological process, the natural pro-
cess, the environment, remains nonfunctional in terms of
Annixter's character. When one considers that Annixter's
transformation is relatively believable when compared to
that of Vanamee, the failure of Norris to integrate environ-
mental force, other than the economic aspects of the wheat,
and character becomes a major flaw in the novel.

This failure, a failure in the central intention, is

also visible in the techniques of characterization. Instead
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of the usual pattern of one or two incongruous characters

surrounded by a number of consistent types, The Octopus de-

picts a change in almost all of the major characters, ex-
cept for the villains. Dyke, the Hoovens, Annixter, Vanamee,
Presley, Magnus and Lyman Derrick, and Hilma Tree develop
new characteristics giving them an Incongruous pattern of
action, Of first importance are the three young men, all
searching for their place in the world and all undergoing a
learning process leading to an understanding of nature. The
three are first presented with three different attitudes:
Vanamee, disillusioned bhecause of the rape and death of his
first love, 1is searching nature intultively to find answers;
Annixter 1s thoughtlessly and selfishly exploiting nature

for his own profit; Presley is intellectually searching
nature and studying people for "the True Romance ,"95  Vanamee
becomes reconciled to the world and a thematic spokesman in
the novel through mystic communication with nature and through
love for the dead Angelé's daughter; Annixter's transformation
is a moral one, brought by love and an unconscious recognition
of natural force; Presley comes to an intellectual understand-
ing of “FORCE,“96 but because he has not discovered love, he
remains a personally ingsecure wanderer. Thus the three men

are changed, each through a different kind of apprehension

B1pid., I, 11.

Bro1d., 11, 3.
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of nature, Presley, the least changed of the three, is the
most effectively characterized. Since his approach to the
world is intellectual and since the theme of natural force
as a pattern of rebirth exists in the novel only in intellec-
tual, assertive form, or at best symbolic form, his learning
process is believable., The link between nature and the
other two young men is supposed to be deeper than intel-
lect--mystic in Vanamee's case and moral in Annlxter's case,
An inevitable question is how these two are transformed by
this force; Norris found no technique to answer this question.
The two have a developed attitude; then something happens;
the men are different. Despite the many words devoted to
wheat, seed, flowers, and mystic forces, the changes are as
vague and unbelievable as that. The change in the almost
always passive Vanamee must be registered through Presley:
Instantly Presley was aware of an immense

change. Vanamee's face was still that of an ascetic,

still glowed with the rarefied intelligence of a

young seer, a half-inspired shepherd-prophet of

Hebraic legends; but the shadow of that great sad-

ness which for so long had brooded over him was

gone; the grief that once he had fancied deathless

was, indeed, dead, or rather swallowed up in a

victorious joy that radiated like sunlight at dawn

from the deep-set eyes, and the hollow, swarthy

cheeks.
The nature of Annixter's change is slightly more specific,

and although the change is reflected in some of his actions,

his early death leaves the proof of his transformation to

971bid ., II, 344,
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n98

Norris' assertions. In "an invisible atmosphere of Love,

Annixter's moral transformation is promised.
Where once Annixter had thought only of him-
self, he now thought only of Hilma. The time when
this thought of another should broaden and widen
into thought of Others, was yet to come; but already
it had expanded to include the unborn child--
already, as in the case of Mrs. Dyke, it had
broadened to enfold another child and another
mother bound to him by no ties other than those
of humanity and pity. 1In time, starting from this
point, it would reach out more and more till it
should take in all men and all women, and the in-
tolerant selfish man, while retaining all of his
native strength, should become tolerant and gener-
ous, kind and forgiving.99
Only Presley's new intellectual awareness, which must become
something deeper as he wanders through life, is believable.
Except for Hilma Tree, who through the influence of
Annixter's love becomes a woman instead of a girl, the other
incongruous characters of the novel are relatively success-
ful in comparison to the three young men. The economic de-
feat of Dyke and the Hooven women, forcing upon them im-
moral or degrading actions, exists as a device to show the
inhumane power of the railroad, but these characters are
portrayed as caught in understandable forces, and they
elicit the pathos for which they were degigned. However,
the simple moral framework in which their destruction is

traced and the overly dramatic nature of their fails make

BIpid., II, 209.

991bid°, 11, 209-210. The combination of strength
‘and humanity 1s precisely that gained by Ward Bennett in
A Man's Woman.
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their stories melodramatic rather than fully effective,
Lyman Derrick is a weak, morally confused young man who be-
lieves in success at any cost and betrays his family and
friends out of this inherent weakness. Magnus Derrick,
moral giant, sacrifices his honesty for what he believes a
worthwhile goal and is destroyed. Although his change is
quite credible, again the primary technique is telling
rather than rendering.

Ah, the bitterness of unavailing regret, the
anguish of compromise with conscience, the re-
morse of a bad deed done in a moment of excite-
ment. Ah, the humiliation of detection, the
degradation of being caught, caught like a
schoolboy pilfering his fellows' desks, and,
worse than all, worse than all, the conscilousness
of lost self-respect, the knowledge of a prestige
vanishing, a dignity impaired, knowledge that the
grip which held a multitude in check was trembl-
ing, that control was wavering, that command was
being weakened. Then the little tricks to de-
ceive the crowd, the little subterfuges, the
little pretences that kept up appearances, the
lies, the bluster the pose, the strut, the
gasconade, where once was lron authority; the
turning of the head so as not to see that which
could not be prevented; the suspicion of suspicion,
the haunting fear of the Man on the Street, the
uneasiness of the direct glance, the questioning
as to motives--why had this been said, what was
meant by that word, that gesture, that glance?loo

In a world of uncontrolled economic forces and a world of
moral confusion, these people are destroyed, except for

Lyman, who is rewarded for his treachery, and Hilma, who
will continue to develop her ability to love. Unlike the

three young men, whose incongruity depends upon increased

1001p14,, 11, 171-172.
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apprehension of truth with little believable relationship
between their actions and their environment, the people in
the "substructure" of the novel controlled by economic and
moral environment are both credible and presented with the
techniques of characterization associated with naturalism.
From the above quotations, it is obvious that Norris
made little attempt to create an effect of impartialify
toward characters. The Octopus is a book with a thesis, and
plot, character, and authorial comment are manipulated to
present this thesis. In the handling of the characters
most actively involved in the farmer-railroad struggle,
Norris failed to be consistent in his attitude. The rail-
road itself is "the soulless Force, the iron-hearted Power,

the monster, the Colossus, .the OctOpus,"lo1

and S. Behrman,
usurious banker and heartless representative of the railroad
in the San Joaquin Valley, has both the ugliness of body and
cruel shrewdness to make the perfect villain., Surrounding
him are a group of ill-defined but typical subvillains. On
the farmers' side are complex and often confused but basic-
ally good heroes. Through most of the novel, this black-white
moral pattern determines the reader's attitude toward the
characters and creates sympathy for even the immoral actions

of the farmers. But near the end of the book, Presley

visits Shelgrim, the president of the railroad, and is

1011p14,, 1, 48,
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convinced by his argument that the representatives of the
railroad are as innocent of evil intent as the farmers.

"Believe this, young man," exclaimed

Shelgrim, laying a thik, powerful forefinger on
the table to emphasize his words, "try to be-
lieve this--to beglin with--that railroads bhuild
themselves. Where there is a demand sooner or
later there will be a supply. Mr. Derrick, does

* he grow his wheat? The Wheat grows itself. What
does he count for? Does he supply the force?
What do I count for? So I build the railroad?
You are dealing with forces, young man, when you
speak of Wheat and the Railroads, not with men.
There 1s the Wheat, the supply. It must be car-
ried to feed the People. There is the demand.
The Wheat is one force, the Railroad, another, and
there is the law that governs them--supply and de-
mand. Men have only little to do in this whole
business. Complications may arise, conditions that
bear hard on the individual--crush him maybe--but
the Wheat will be carried to feed the people as in-
evitably as it will grow. If you want to fasten the
blame of the affailr at Los Muertos on any one person,
you will make a mistake. Blame conditions, not men."

"Control the Road! Can I stop it? I can go into
bankruptey if you like., But otherwise if I run my
road, as a business proposition, I can do nothing.
I can not control it. It 1s a force born out of
certain conditions, and I--no man--can stop it or
control it. Can your Mr. Derrick stop the Wheat
growing? He can burn his crop, or he can give it
away, or sell it for a cent a bushel--just as I
could go into bankruptcy--but otherwise his Wheat
must grow. Can anyone stop t?s Wheat? Well, then,
no more can I stop the Road,"102

That this is a plea for Presley and, through him, the reader
to see Shelgrim, and by implication the other representatives
of the railroad, as innocent actors driven by all-powerful
forces is shown by Presley's stage of development at the

time and by the scene in which Shelgrim generously doubles

1027y,44., 11, 285-286.



387

the salary of a drunken employee as an experiment in improve-
ment., However, this attempt to infuse complexity into the
novel comes too late, for the reader has been fully convinced
by the preceding action and comments that the railroad is an
evil forcealo3 Norris presented the farmer-railroad group
of characters, up until the chapter in which this quotation
appears, within a good-evil frame of reference, complicated
by the heroes having to sacrifice their high ideals tb con-
trol the forces of evil, and then he attempted to shift the
standard of judgment so that notethics but force becomes the
basis. Because of his failure to present both characters

and values objJectively, Norris makes it impossible for the
reader to make thils shift. Therefore, the defeated charac-
ters do not seem to be creatures caught in the power of an
amoral machine but pathetic individuals destroyed by human
evil.

1031 think Pizer in "Nature in Norris' The Octopus"
attempts to make this a better novel than it is by arguing
that "Presley 1s taken in by Shelgrim's defense because he
has an incomplete awareness at this point of the relation-
ship of individuals to natural law" (79n.). I find Wal-
cutt's comparison of The Octopus with Germinal much more
convincing; Zola "makes it clear that both his miners and
mine owners are caught up in the strangling grip of the
capitalistic system. . ." (p. 148). Norris, always drawn
to Zola's effects, tried to achieve the same sense of
all-encompassing force, but his attempt comes only after
a nm-objective presentation of the struggle. After care-
fully directing the reader's sympathies throughout the
~novel, Norris' lack of comment in this scene leaves only
confusion. Again he has failed to control his techniques.
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Annixter, Presley, and Vanamee are presented sympa-
thetically by Norris. All three make mistakes, Annixter and
Presley in terms of action and Vanamee in terms of idea, but
ultimately, as I have suggested above, they are idealized
figures divorced from the forces of the novel. These three
young men are derived from a tradition outside naturalism.
Their stories are the familiar one of the education of the
young man about the nature of reality. The ironic technique,
inherent in naturalistic characterization, is almost totally
lacking in the presentation of these characters. Flaubert's

L'Education Sentimentale exhibits the naturalistic irony of

characterization in the education of Frederic Moreau; Norris
did not attempt to make these characters part of the natural-
istic pattern of the novel except for the possible exception
in Annixter's death.

The general avoidance of objectivity of characteriza-
tion leads inevﬁtably_to failure to give the effect of ob-
jectivity toward values., The moral basis of the novel is
visible in Norris' comments, the comments of his spokesmen--
Vanamee, Presley, and Cedarquist--and in the poetic Justice
of the plot. The farmers who have participated in the bri-
bery plot to pack the Railroad Commission are killed or
mentally ruined, as in the case of Magnus Derrick; S. Behr-
man is killed by the wheat; Dyke 1s given life imprisonment.

Hints of a pattern broader than simple moral reward and
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punishment are seen in the continuing success of Lyman
Derrick, the continuéd affluence of Shelgrim and the other
railroad officers, and the destruction of the innocent
Hoovens, This pattern transcending the traditional moral
framework of the novel is Norris' thesis of natural force,
which includes both the economic law of supply and demand

and the pattern of natural rebirth. Thus the force can be

"benignant, calm,"loa or as Presley recognizes, force really

transcends man's moral sense. After his talk with Shelgrim,
he sees the element of cruelty:

This new idea, this new conception dumbfounded him,
Somehow, he could not deny it. It rang with the
clear reverberation of truth., Was no one, then, to
blame for the horror at the irrigating ditch?

Forces, conditions, laws of supply and demand--

were these then the enemies after all? Not enemies;
there was no malevolence in Nature. Colossal in-
difference only, a vast trend toward appointed goals.
Nature was, then, a glgantic engine, a vast Cyclopean
power, huge, terrible, a leviathan with a heart of
steel, knowing no compunction, no forgiveness, no
tolerance; crushing out the human atom standing in
its way with nirvanic calm, the agony of destruction
sending never a jar, never the faintest tremor
through all that prodigious mechanism of wheels

and cogs. 5

And in the last lines of the novel, Presley achieves "the

larger view, what contributed the greatest good to the great-

:1106

est numbers, and he realizes that "good issued from this

1OuNorris, II, 83.

1031y44., 11, 286.

1061414., TI, 360.
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erisis and thus that nature too 1s moral, although

nature's good is so far removed from man's ideas of morality
that 1t appears to be immoral.

Men--motes in the sunshine--perished, were
shot down in the very noon of life, hearts were
broken, little children started in 1life lamentably
handicapped; young girls were brought to a life of
shame; old women died in the heart of life for lack
of food. In that 1ittle isolated group of human
insects, misery, death, and anguish spun like a
wheel of fire.

But the WHEAT remained. Untouched, un-
assallable, undefiled, that mighty world-force,
that nourisher of nations, wrapped in Nirvanic
calm, indifferent to the human swarm, gigantic, re-
sistless, moved onward in its appointed grooves,
Through the welter of blood at the irrigating
ditch, through the sham charity and shallow phil-
anthropy of famine-relief committees, the great
harvest of Los Muertos rolled like a flood from the
Sierras to the Himalayas to feed thousands of
starving scarecrows on the barren plains of India.

Falseness dies; injustice and oppression in
the end of everything fade and vanish away. Greed,
cruelty, selfishness, and inhumanity are short-lived;
the individual suffers, but the race goes on.
Annixter dies, but in the far-distant corner of the
world a thousand lives are saved. The larger view
always and through all shams, all wickednesses, dis-
covers the Truth that will, in the end, prevail, and
all things surely, inevitably, resistlessly work
together for good,l0

In this evolutionary utilitarianism, "Norris affirms the im-
mediacy and reality of the moral order immanent in nature,
. . . both natural and supernatural. . . ."09 Norris had

finally defined Force, the theme with which he had been

107 144,

1081y14., II, 360-361.

——

l09Pizer, American Quarterly, XIV, 80,
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struggling since his first novel, as clearly as he was ever
to define it. It seems to me that Pizer is correct in de-
scribing the evolutionary theism which is the basis of this
theme but incorrect in seeing this theme as gaining unity
for the novel.,110 Not the consistency of the philosphy but
its effect through the novel on the reader is my primary
concern, Although the thematic passage quoted above should
not have the effect of a tacked-on moral conclusion because
natural force has been a major element in the novel since
the beginning, it does have this effect because, as I have
suggested, nature, except for its economic aspects, remains
only an element of assertion in the novel, not an actEQe
force. Theme and action are never successfully fused., The
effect of this final passage, if the reader chooses to
peruse it carefully, is to deny the effects of the novel.
The emotions of pathos and even, sometimes, the near-tragic
stasis which one experiences in reading the novel are made
unimportant because the characters for whom these emotions
were felt are made unimportant. The characters' failures
and successes, which the reader has been led to care about,
are made meaningless by this transcendent view of human
actions, If taken seriously, the idea of divine natural
forces relieves the reader from any sense of emotional in-

volvement or responsibility. Most of the novel progresses

11071p44., 73-80.

————
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within a pattern of traditional good and evil, more or less
' successfully causing the reader to respond to events and
characters in terms of these values; then-.suddenly at the
end of the novel the reader is told that the question of
good and evil 1is not important because nature is working
toward an inevitable higher good. This inconsistency
arises from Norris' failure to integrate natural force as
anything but a stated force in the novel. The -"cycle of
growth" which Pizer notes as the "structural and thematic
center of The Octopus" is never fully realized except as
symbol, Symbolic force and realistic action are never uni-
fied in the novel. With this failure of the central unify-
ing principle, the novel naturally fails to attain a unified
effect, ‘

Again Norris utilized the superficial techniques of
the naturalistic tradition without integrating them into a
consistently effective pattern. The panoramic structure,
the incongruity of characterization, the unhappy endings,
the economic and political themes, and specific scenes and
effects were available to him from Zola. Norris used them
all. Again objectivity of presentation is lacking. A book
as seriously marred as The Octopus cannot be a great work of
art, but I agree with Walcutt that "in the last analysis The
Octopus is one of the finest American novels written before

1910, It towers immeasurably far above the sickly sentiment
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nlll Its values are not those

of Norrigs's contemporaries.
ofythe naturalistic tradition but those of the traditional
novel of good and evil seen working in a set of characters
who seem to matter. These values depend upon an ignoring
of the theme of evolutionary force, and one can accomplish
this with relative ease because the theme has little in-

fluence on character or action.

Thé Pit: A Story of Chicago is usually recognized

as of less value that The Octopus because of its reduced
gcope and Norris' failure to control the structure of the
relatively simple story. In The Pit Norris abandoned pano-
ramic structure to focus on two characters, Curtis Jadwin,
wheat speculator, and his wife Laura, sensitive new woman
demanding a vital role in life. Again the force of wheat

is the central unifying element and the two substructures

of the novel are the bull-bear conflict in the Chicago wheat
market, controlled by economlc forces, and the Curtis-Laura
conflict, centering on Laura's demand for love. As in The
Octopus, the characters are traced through a learning pro-
cess culminating in a transformation through the recognition
of love. Two elements of the predominantly traditional love
story exhibit techniques associated with naturalism: in-
congruity of characterization and the power of economic

force to change character. Jadwin changes under the influence

Mlyaicutt, p. 151.
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of speculating from a powerful, self-controlled, moral man
into a cruel automaton as he tries to corner the wheat
market. Although Jadwin repeatedly insists upon his help-
lessness, such as "I simply stood between the two sets of
circumstances. The wheat cornered me, not I the wheat,"112
Norris does not succeed in attaining a sense of inevitabillity
because the pit is more nearly a symbol than a concretely
active force., Again Norris has failed to attain a believable
interrelationship between environment and character. The
changes in Laura Jadwin are so numerous and so detailed that
the reader should understand her changes thoroughly, but
Walcutt notes the weakness: "her character is . . ,-intellec—
tually rather than emotionally apprehended, One feels that
Norris thinks of new things to do with her as he proceeds
with the story. . . .13 Because no relationship exists
between the forces that control Jadwin and the forces that
control Laura'and because Laura's search for love is never
really emotionally meaningful ﬁo the reader, the story of the
pit and the romance never coalesce into a single unit. One
of the principles of selection in the story is a coﬁtinuing
contrast between the world of business and thé world of love
and art, but the basis of the contrast is never made clear,

Because of the omission of a set of villains, Norris

112
Norris, IX, 402,

113Walcutt, p. 154,
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came closer to achieving impartiality toward characters in
The Pit than he did in The Octopus. Everyone, except a minor
character named Crookes, is neither morally black nor white,
However, the focus on Jadwin as hero and Laura as heroine
directs the reader's sympathies to these two, and even when
Jadwin disregards the hungry people of Europe and Laura
contemplates adultery with the artist Corthell, the reader
genses that these are temporary errors in moral judgment
which will be quickly rectified.

Pervading the novel 1s Norris' sense of traditional
morality, leading the reader to judge the characters accord-
ing to their humanitarian actions and thelr adherence to a
strict sexual code. No sense of moral irony is developed
becauselof the poetic justice inherent in the plot. Jadwin
sins and is punished by business failure, and although Laura
has been tempted, she has suffered from her husband's neglect
so that the final love scene is a reward for her patience,
But coexistent with the evident morality of the judgments
of the author and the plot is again the transcendent morality
of natural force, The trading pit, in which petty men at-
tempt to control the distribution of wheat, is the evil force
of the book. Ultimately controlling the pit is the supply of
wheat:

There in the centre of the Nation, midmost
of that continent that lay between the oceans of the

New World and the 01d, in the heart'’s heart of the
affairs of men, roared and rumbled the Pit., It was
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as if the Wheat, Nourisher of the Nations, as it
rolled gigantic and majestic in a vast flood from
West to East, here, like a Niagara, finding its flow
impeded, burst suddenly into the appalling fury of
the Maelstrom, infto the chaotic spasm of a world-force,
a primeval energy, blood-brother of the earthquake
and the glacier, raging and wrathful that its power
should be braved by some pinch of human sgﬁwn that
dared raise barriers across its courses.l
Even the plt, unconvincing as it is as a determining force
on the actions of Jadwin, seems more believable than the
force of the wheat. The grand natural force again is
asserted but not integrated.

Both the popularity and the failure of The Pit are
due to its effect being that of a traditional love story.
Curtis Jadwin, torn between love and business, finally
chooses love as the higher good. The posited natural force
of wheat is easily ignored, and the economic forces repre-
sented by the pit seem a device to resolve the conflict in
favor of love, thus leading to the traditional happy ending.
The lesser artistic value of The Pit is not due to its con-
talning fewer naturalistic techniques than The Octopus but
due to 1ts sacrificing the theme of complex good and evil
which gave strength to The Octopus.

In summarizing the work of Norris, I agree with
Walker, Marchand, and Walcutt that, to use Walcutt's words,
"/Morris/ was attracted by the sensational aspects of

naturalism . . . and he imitated the spectacular effects of

Zola without much thought for the underlying implica-

114Norris, IX, Th.
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tions.,"115

The technique which he was not consistently at-
tracted to was Zola's use of objectivity; despite Charles
Norris' assertion that "no one, /Frank Norri§7 believed,
could become a writer until he could regard life and people,

and the world in general, from the objective point of

116
view ., ., " most of Norris' problems of inconsistency

in his major novels can be traced to his failure to be con-
sistent in terms of objectivity, both towards characters
and values. In my view of his career, Norris was constantly
struggling, without ever achieving total success, to discover
techniques adequate to fuse his ideas on force and his por-
trayal of actions. This struggle toward an effective tech-
nique was complicated by the fact that in his first five
novels he was attempting to define for himself the nature
of force, Being in the romantic American tradition with a
deep-seated belief in good and evil, he had to decide the
nature of natural force in these terms. Having decided in
favor of optimistic evolution, he created his last two
novels to exhibit his thesis, but again his techniqueé were
inadequate for the.achievement of his intentions.

Norris' consistent recognition as a naturalistic
writer despite his lack of belief in pessimistic determinism

or materialism of all values seems to prove that it would be

115Walcutt, p. 155,

116Quoted in Marchand, p. 47.
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safer to define literary naturalism in terms of techniques
rather than philosophy. His philosophy exhibits much more
kinship with that of Hawthorne and Melville and, in certain
aspects, Emerson, Thoreau, and Whitman117 than it does with
philosophical naturalism. His techniques, however, are a
modification of those associated with literary naturalism.
Ultimately, Norris is a naturalist only superficially be-
cause he adopted only the superficial sensationalism of the
naturalistic tradition, not the moral sensationalism central
to that tradition. One may look at Norris' career and exr
plain his limitations in terms of the irreconcilable con—t
flict between American moral optimism and amoral naturalistic
pessimism; more pertinent, it seems to me, is the fact that
Norris never really mastered the essential techniques of
naturalism, and the resulting fusion of traditional tech-
niques (melodramatic plot and authorial involvement) with
naturalistic techniques (incongruity of character, panoramic
structure, interrelationship of character and environment)
produced novels with confusing effects. But Norris' unsuccess-
ful attempt to fuse the techniques of two novelistic tradi-
tions remains important ih American literature: the only way
the problem of placing such writers as Anderson, Hemingway,
and Faulkner into a literary tradition may be to coin some

such incongruous term as romantic naturalism.

1173ee Richard Chase, The American Novel and Its
Tradition (Garden City: Doubleday and Co., Inc., 1957,
pp. 198-204, and Warren French, Frank Norris (New York:
Twayne Publishers, Inc., 1962),




CONCLUSION

The causes of the coming of literary naturalism to
America seem to differ slightly from the causes of its in-
troduction into England. Although Gissing experienced
personal disillusionment, he, Moore, and Maugham turned to
new fictional techniques from France because of a desire to
create a new art form rather than because of any profound
disillusionment with English culture. Moore and Maugham
especially were more interested in new art than in new
ideas. The reaction to the past by American writers ap-
pears to be more serious and more widespread than that of
the English writers. Underlying the literature of the
later local color movement, of the realistic movement, and
of the early writers exhibiting naturalistic tendencies
is, as Knight suggests, a general disillusionment with the
social ahd moral realities of America. Seeing the American
dream of individual perfectability failing of fruition,
these writers sought literary forms in which to make their
dissatisfaction clear. Eggleston, Howe, and Kirkland in-
troduced the theme of disillusionment; they presented the
disparity between dream and reality. Howells presented the

same disparity, developing critical realism in America on a

399
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foundation of traditional morality fused with evolutionary
optimism and, finally, a program of social action. Garland
and Norris developed a belief in evolutionary optimism which
was sufficient to restore their faith in the future despite
the ugly realities which_gurrounded them. Only Crane

failed %o find in some form of the evolutionary hypothesis

a means of reconciling the American dream and current reali-
ties. The relationship between disillusionment and the be-
lief in the new 1deas derived primarily from biology remains
complex. Whether these disillusioned men turned to the °
theory of evolution as a final hope or whether the new ideas
contributed to their disillusionment seems impossible to
ascertain.' The point is that the connection between dis-
illusionment and new scientific ideas--Positivism, Darwinism,
Spencerianism--made the struggle for a new art a much more
personal and emotional one for the American writers than it
was for the writers in England.

One of the basic similarities among the six writers
who exhibit naturalistic tendencies 1is that they were moti-
vated by a desire to find new forms and techniques for fic-
tion. However, perhaps because of the American authors!
immediate desire for reform of current conditions, a differ-
ence between the American writers' statements on the function
of fiction and that of the English writers exists. Gissing,

Moore, and Maugham arrived at the common opinion that the
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function of the novel is purely aesthetic. The three Ameri-
can writers were more uncertain in their statements on the
reiationship between the novel with a purpose and the novel
as an art form. Garland, whose practice is like that of
Gissing in his consistent insertion of his ideals in one
form or another, never advocated the idea that the novel
should be pure art but believed that the theme should be
inherent rather than overt. Norris struggled with the same
problem; he asserted that the novel "must (1) tell some-
thing, (2) show something, or (3) prove something“l and

that the best fiction must do all of these things. But he
insisted that "The preaching, the moralizing, is the result
not of direct appeal by the writer, but is made--should be
made--to the reader by the very incidents of the story."2
Norris' consistent failure to integrate his purpose or
theme with "the story . . . the one great object of atten-
tion"3 1llustrates that both his ideal and his practice
were much like Garland's. Crane's early statements about
Maggie illustrate his belief in the novel with a purpose,
but his later statements indicate a purely aesthe%ic.goal
akin to that of the English writers., Although the gap be-

tween theoretical statement and practice is noticeable in

lNorris, Vi, 21.

°Ibid., VII, 23.

31bid.
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in all six writers, they shared a common reaction against
the older moralizing novel and the current romantic escape
fiction. Both realists and early naturalists stressed the
fact that the novel was a serious art form. Realist and
naturalist also believed that the theme should exist in a
structured pattern rather than comments by the author,

The writers who exhibited naturalistic tendencies
shared many goals with the realists of the time: both
naturalist and realist were striving to express truth in
fiction; both reacted against the forms and techniques of
the novelists who preceded them; both groups were interested
in foreign models. One of the purposes of this study is to
suggest some of the ways in which naturalistic practice dif-
fered from realistic practice. Both the naturalists and the
realists took as their basic subject the relationship of the
individual to soéiety. A reading of the early novels which
are usually discussed in terms of influence from French
naturalism shows that most of these novels are built upon
a basic fable centered upon‘the relationship of individual
and society. The repeated fable is that of the innocent
character or characters, equirped with a set of socially
acceptable ideals, setting out to attain self-development
within the established society. One of the elFments which
distinguishes this fable from one often encountered in

realistic fiction is that the protagonist never participates
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in a meaningful learning process. If learning occurs, it is

false learning such as that portrayed in L'Education Senti-

mentale. The innocent is destroyed or maimed by the com-
bination of his inadequate ideals and the force or forces
of society. Gissing used this fable of degradation only in

his sub-plots. The pattern is dominant in A Mummer's Wife

and Esther Waters. Maugham exhibits it in Liza of Lambeth

and Mrs. Craddock.

Among the American writers the same pattern is vis-
ible. The story of Jason Edwards, which finaily exists
only as sub-plot, 1s in this tradition. Equipped with the
social ideal of success and adhering to the American dream
of the West, Jason 1is destroyed by the economic forces of
society, alded by impersonal nature. Maggie Johnson and
George Kelcey, equipped with romantic ideals of social
accomplishments, are destroyed or hopelessly malmed by, in
one case, the ideal of respectability in Rum Alley society
and, in the other, the lack of meaningful values in society.
Henry Fleming, struggling to learn the nature of manhood in
the destructive environment of battle, achieves his ideals,
but these ideals are shown to be perverse and meaningless.
Vandover and McTeague, both gullty of inherent evil but
both social innocents in the beginning, are unable to find
any meaningful pattern of life in modern society; their

final destruction, however, seems to be caused by something
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other than social forces. Magnus Derrick, Dyke, and the
Hoovens seek economic goals sanctioned by society but are
destroyed by the manipulator cf the econdmy, the railroad,
and by the moral wilderness which socliety represents.
Annixter, Vanamee, Presley, and Curtis Jadwin are trans-
formed through a meaningful learning process which has no
analogue in any naturalistic novel written during the
Nineteenth Century.

Closely related to the fable of degradation was the
goal of new subject matter--a study of characters who are
economically repressed, socially excluded, morally degraded.
Although this new source for fictional characters was first
demonstrated by the French naturalists and was one of fhe
primary elements of French influence, its adoption by
English and American writers did not make these writers
naturalistié. Gissing and Garland's use of the new subject
matter, important to the growth of the naturalistic tradi-
tion in their respective countries, does not place them in
the naturalistic tradition. The use of new subject matter
had a powerful influence in broadening the possibilities of
the English and American novel.

Concomitant with the choice of lower class charac-
ters was the choice'of a new setting in which these charac-
ters acted. Since the basic fable was the destruction of

the character by society, the society had to be represented
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as a concrete force, Society was usually equated with
environment--a combination of a few simple moral charac-
teristics and a realistic description of place. Complica-
tions df society in the broader sense--distinctions of
class and problems of manners--were usually excluded in
the purest naturalistic novels. The naturalistic setting
was a distant world in which fhe middle class reader could
believe that economic céeprivation, sex, alcohol, and bru-
tglity were the dominant forces. Thus the new subject mat-
ter of the novel was not only an end in itself but a
necessary means of simplifying one pole of the central
gtruggle--soclety.

Despite Glssing, Moore, and Maugham's insistence
upon purely artistic goals, inherent in the choice of the
fable of the destruction of the individual by social forces
and codes and the choice of ugly‘environments is the theme
of protest against the destructiveness and ugliness of the
environment. Thus protest--the novel with a purpose--was a
consistent trait of nineteenth-century naturalism from
Flaubert, the Goncourts, and Zola through their English and
American imitators. But the protest--the theme--must be
inherent; the novelist, according to Zcla, must be objective.
The new techniqueé with which to present the theme of protest
with the effect of authorial objectivity are the primary dis-

tinctive features of early English and American naturalism.
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One of the requirements of the fable of degradation
was to show change of eharacterf-not simply a change in
social position but a basic change of personality. The de-
velopment of incongruity of character not only made possible
an effect of greater realism but also presented character
change under the influence of sociel forces. The story of
decline rather than growth necessitated an interrelation-
ship of character and environment in which character change
would seem inevitable--determined--rather than a product of
choice.q Unlike the realists who were also developing the
technique of presenting the character incongruously, the
naturalists had to find some device to show the effect -of

environment on character. I have traced the struggle ef
' the early writers to find such a device which would explain
how environment determines character. It is significant
that in this trait the early experimenters with naturalistic
techniques falled more often than they succeeded.

One of the elements necessary to create the effect
of change of character was the author's development of im-
partiality toward character. This step toward objectivity
was a reactlon against the old hero-centered novel. Again
the transition from the old to the new was accomplished by

Moore, Maugham, and Crane, but Gissing, Garland, and Norris

4Of course, determinism as a philosophy played a
part in the adaptation of this interrelationship of charac-
ter and environment, but my approach here is in terms of
technique.
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never consistently achieved this effect. Norris, however,

in his first two novels abandoned the traditional hero-heroine
pattern to make his protagonists much like the villains of
older fiction.

Impartiality toward characters was only one device
for achieving a larger ideal-—objectivity toward all values--
the apparent scientific objectivity favored by Zola. This
was a technique which would allow the attainment of the goal
of authorial withdrawal, thus completing the reaction to the
older moralilstic novel. It made possible that ideal of both
naturalist and realist--rendering rather than telling. This
objectivity was not intended to create and did not have the
effect of creating a novel without a theme. It simply made
the intended theme inherent in the structure.

| These techniques of impartiality toward characters
and objectivity toward values combined with the central
fable of degradation made possible the effect which I find
to be distinctive in the naturalistic tradition--the effect
of moral shock which culminates in a theme attacking current
values. Sensationalism has been noted as a favorite device
of the naturalist since the distinction between naturalist
and realist was first made. ' The more obvious kind of sensa-
tionalism springs from the naturalist's choice of new subject
matter and his desire to tell the whole truth--ugly as it

may be. This simple sensationalism consists of that action
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or description which shocks the reader's sensibilities but
raises no real moral issues. Every author whom I have dis-
cussed exhibits this kind of sensationalism. The more im-
portant and more elusive sensationalism is one of complex
irony. It is first an irony of situation in which the
reader's sympathy for the protagonist and the reader's
Sense of morality are attacked by the protagonist's parti-
cipation in an immoral action. Of these early writers,
only Crane achieved a method showing the discrepangy. be-
tween motive and action through an objective tone which can

be compared to the success of Flaubert in Madame Bovary.

The second element of this complex irony depends upon the
abandonment of any system of moral rewards and punishments
so that the ironic attack upon current values 1s presented
in terms of the action,

I have already noted how few of the English novels
of the period achieved this effect of moral shock. Wiph the
exception of the works of Crane, this effect remains vague
in the works of American writers before 1900. Garland's
early novels are both traditional in structure and overtly
moral in theme; Only in the handling of Jason Edwards, the
good man maimed. by outside forces, does Garland approach the
technique of moral shock, and even in this novel the final
effect is that of protest against current econohic conditions,

not moral norms. Norris sacrificed any meaningful moral
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shock in Vandover and McTeague by his failure to show im-
partiality toward characters, thus preventing the reader's
experiencing any sympathy for the protagonists. His primary
effects are those of simple shock, Only the storles of
Magnus Derrick, Dyke, and the Hoovens exhibit this effect

in The Octopus. Only Crane achieved this effect to any

full extent, partially in Maggie and fully in The Red Badge

of Courage: 1in the former the theme 1s a protest against
respectability in a vicious environment, and in the latter
it 1s a protest against the moral ideals of man. A Mummer's

Wife, Liza of Lambeth, and The Red Badge of Courage, of all

the novels discussed in this study, are the only ones in
which the technique of moral shock is effective. This small
number of novels exhibiting all of the techniques of natural-
ism simply proves that in both England and America before
1900 naturalism was a tendency, a sign of a struggle toward
an 11l-defined goal rather than the triumph of a foreign
influence,

These are the similarities uniting the early natural-
istic writers in England and the United States: all experi-
mented with a new subject matter, attempted to achieve com-
plexity of characterization, and exhibited to some extent
che objective methods which led to the development of a com-
plex moral irony. Gissing and Garland experimented tenta-

tively with the techniques of naturalism, but they remained
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within the realistic tradition, neither ever finding a tradi-
tion which was fully adequate for the achievement of his
artistic ideals. Moore and Norris, both conscilous imitators
of Zola, attempted to broaden the subject matter inherited
from the French naturalists to include the more complex

world of middle class respectability, but neither had much

success in this effort. A Mummer's Wife, Esther Waters,
and McTeague, studies of the nether world, are sﬁill identi-
fled as théir most naturalistic works. Maugham and Crane
showed the possibility of creating the effect of reality of
environment with economy. Only Moore, Maugham, and Crsne
succeeded in creating an ironic criticism of currently ac-
cepted values, a theme central to the naturalistic tradition.
The question of significant differences between the
three English writers and the three American writers remains,
One of the most obvious of these differencés is the greater
reticence of the Americéns in the treatment of sexual motives.
Garland's use of this motivation makes even Gissing sezem
brave by comparison, Despite Crane's use of sexuality as‘a
major force in Rum Alley, his treatment is vague in compari-

son to that of Moore in A Munimer's Wife or Esther Waters.

In Maggie prostitution is an abstract social problem rather
than a fictionally realized fact. Only Norris went beyond
hints of sexual motivation to use seduction, venereal disease,

sadism, and masochism as major elements in Vandover and
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McTeague, Norris, however, is like Garland and Crane and un-
like Mocre and Maugham in his portrayal of sexual passion

as a degrading motive; absent from the American writers!
works 1s the idea that sexual passion should be reevaluated,
.should be considered not illicit but a healthy aspect of

reality, Rose of Dutcher's Coolly and The Pit, both of

which contain portrayals of the new, freed woman, present
sexual passion as a trap to be avoided, not a fulfillment
for these women. DBoth Norris and Garland equate love in
the traditional ideal sense with that which is good. Thus
the American works exhibit more conservative presentation
and more conservative moral attitudes concerning sex than
their English counterparts.

This conservatism goes beyond attitudes toward sex
to include traditional attitudes toward morality. Garland,
Crane, and Norris, despite thelr belief in new scientific
ideas, seldom exhiblt any belief in new scientific values

equivalent to the values lnherent in A Mummer's Wife, Liza

of Lambeth, or, more obviously, The Hero, Garland opposed
economic and political repression on traditional moral
grounds. In Maggle Crane attacked the norm of respectability
and, by implication, the Christian ethic, but his theme is
limited to an attack upon these values within an environment
which by its nature makes the exercise of these values an

act of hypocrisy. The positive values, presented ironically,
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are based not upon the new science but upon a basic humani-

tarianism. In George's Mother the theme of inevitable evolu-

tion of values is barely perceptible, but rather than a sug-
gestion that a new set of values will develop, the book
contains a symbolic picture of the future as moral chaos.
Traditional values are again portrajed as futile in The

Red Badge of Courage, and although an admiration of humani-

tarianism is one of fthe results of reading the novel, man
is presented as incapable of adhering to this humanitarianism.
Norris' writing career exhibits a struggle to reconcile the
concept of evolution with tradifional good and evil. The
view of man becomes dual: he must strive to be good.in

the traditional sense, but if he fails, it does not make
much difference because evolutionary force is leading to
good regardless of what man does. Only Crane developed
ideas and techniques adequate to protest against current
moral norms, and failing to develop any new stangards for
man, he despaired of man's capability to be moral,

Another difference between the early English natural—:
ists andlnear-naturalists and the American writers working
within the same traditlon is perhaps the most important.

The English writers restricted the conflict within their
novels to that betweén the individual and the social world,

In A Drama in Muslin and Mike Fletcher’Mobre included hints

of a cosmic force approximately equivalent to that which

-
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Shaw was to call 1life force, but in both books the idea seems
tentative, experimental, without flctional and intellectual
force, The more usual limited conflict between the individual
and soclety had been borrowed from the French wrilters, es-
pecially Zola; despite the symbolism of Germinal and

La Terre, the destructive forces are social, not cosmic,

As noted above, the English writers created urban settings

or, more infrequently, socially structured rural settings.

In contrast, the three American writers introduce natural
forces having no relationship to social patterns: the de-~

structlve storm in Jason Edwards, the question of the rela-

tionship between man and the universe in The Red Badge of

Courage, and the theory of cosmic force in all of Norris!'
work. Nature becomes a comblicating férce in the works

of each of the American writers. In the works of Crane and
Norris, nature is not simply an external fact which man must
adjust to but an impersonal cosmic force which shifts the
conflict of the novel from that of individual-society to
that of individual-natural force. Although this new con-
flict does not replace that between individual and society
in the novels of these two writers, this new conflict is
outside the central naturalistic tradition as I have tried
to outline it. It is the conflict present in Hardy's works
rather than those of the French and English naturalists.

This introduétion of a new force by the American
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writers assumes additional importance if placed within the
context of the generalization that comedy deals with man's
relationship to social law and tragedy with man's relation-
ship to natural law, That Gissing, Moore, and Maugham in-
cluded elements of soclal satire in thelr novels indicates
how easily the comic pattern became a part df the fable in

which they were working. When Crane in The Red Badge of

Courage and Norris in his four less romantic novels posit
cosmic forces and question man's relationship to these
forces, they are moving toward tragic questions and»tragic
patterns. The protagonist is changed from the type of the
pitiful inverted hero toward the man who is larger than
life because he is facing forces greater than those which
the reader is conscious of facing. Henry Fleming 1is not a
tragic hero, but Magnus Derrick and Curtis Jadwin are heroic,
not simply pathetic. Perhaps the strength of the naturalis-
tic tradition in twentieth-century America as opposed to its
relative weakness in England is due to thié early fusion of
naturalistic techniques with a non-naturalistic theme which
makes the moral question not a relative one but one of the
relationship to absolute good and evil.

Naturalistic techniques, emanating from France to
England and America, interested a few writers who considered
the current techniques of the novel in their own countries

outmoded, Young radicals like Moore and Maugham were able
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to fuse these borrowed techniques with native materials.
Gissing and Garland experimented lightly with the new tech-
niques. Crane and Norris, adopting many of the naturalistic
techniques, borrowed what they wanted from naturalism but
never tecame "pure" naturalists. Crane borrowed the ob-
Jectivity central to the tradition, but Norris remained
satisfled with the superficial sensationalism of the tradi-
tion,

The use of naturalistic techniques produced few
first-rate novels during this early period in England and

America--only one, in fact, The Red Badge of Courage., How-

ever, the production of one masterplece and at least six
novels which, although containing serious flaws, nevertheless
retain artistic power at the present time 1s not a bad record
for a tradition which had to struggle not only against older
fictional traditions but also active public denunciation.
Early naturalism is more important than the number of good
naturalistic novela produced.‘ The introduction of the new
subject matter broadened the possibilities of the novel.

The technique of objectivity, leading to complex ironic ef-
fects, offered later writers a major technical device with
which to experiment. Frank Norris' recommendation that

Doubleday, Page and Company publish Sister Carrie is symbolic

of early naturalism in both England and America. The older

generation had almost won the battle for freedom of subject,



116

had gropingly transformed a foreign tradition into a native
one, and had demonstrated the possibilities of moral shock
as a means to artistic achievement., These early writers
made possible much of the valuable artistic investigation

of moral norms which is central to the modern novel,
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