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1. Introduction

The core of this diploma thesis are the changitgsrof women in late Victorian
and Edwardian Great Britain — from the Fallen t@ tNew Woman - as
represented in the dramatic of the period. The rfains will be on the time span
1867 to 1913, which marks the years of the premiefdhe earliest and the latest
play under discussion respectively. | will, howevey to embed the relevant
social and literary concerns of that era in a widistorical context in order to
show that these transformations affecting Britishiety and culture did not take
place within a closed and easily defined periodirok, but were rather part of a
temporal continuum. These changes, then, concegiednations in the domestic
and private sphere with women’s reconsiderationesfablished patterns of
marriage and motherhood, on the one hand, and wergeadual venture into the
more public sphere, their involvement in educatemployment and politics, on
the other hand.

Moreover, a discussion of the socio-cultural factd the corresponding discourses
of these decades with regard to the position of @ornd the associated Woman
Question will prove to be useful in analysing foctj or rather drama, as the latter
was largely motivated by the former. In this contétartha Vicinus, for example,

points out that

[tihe classic works of Victorian literature cannell us much specifically
about female suffrage, the rising number of singlemen, or job
opportunities, but they can illuminate the emotlomanflicts and
resolutions of men and women concerned with womantper place.
(Vicinus, xii)

The first part of this paper will therefore be pamnhy concerned with the
historical background and the changes on the lefeducation, employment,
marriage and politics. The second part will be cted at a clarification of the
concepts of the Fallen Woman and the New Womarir, tekation to the ideal
woman as the Angel in the House and the furtherdigaons of these three
models with respect to fact and fiction.

The third and most prominent part will aim to dissulays of the period in

guestion and, as a further step, to relate themmatic works to the socio-cultural
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situation in late Victorian and Edwardian Britaifihe focus will be onwWatts
Phillips’ Lost in LondonHenry Arthur Jones'$he Dancing GirlandThe Case of
Rebellious SusanQscar Wilde’'sA Woman of No Importancérthur Wing
Pinero’slris, Sidney Grundy'sThe New Woman)illiam Somerset Maugham’s
Penelope,John Galsworthy’'sThe Eldest SonSt John Ervine’sJane Clegg,
Elizabeth Baker'sEdith, Cicely Hamilton’s and Christopher St Johrifew the
Vote Was Worand Stanley Houghtonlsidependent MearendHindle Wakes.
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2. Historical Background

The changing roles of British women and their iasiag independence
throughout the 20 century are linked to various transformations dffiecent
societal levels taking place over the second Hati@® 19th century in England and
especially towards the end of it. As Gail Cunninghaoints out, the age of tli@-
de-siéclecould be seen as a time where social change tagck pn various areas
in British society with decadence, dandyism andrsegly loose moral values, on
the one hand, and debates on how to restrain tierie other hand.As a result,
‘[iinstability was the recurrent theme of the cu#tupolitics [...] and gender was
arguably the most destabilizing category’ (Leddaultural Politics 22), as Sally
Ledger points out. Fixed gender roles began tousstipned and a new kind of
woman, later simply termed the ‘New Woman’, begaremerge. In this context,
Ledger argues that

[i]lts no coincidence that the New Woman materiadizalongside the
decadent and the dandy. Whilst the New Woman waseped as a
direct threat to classic Victorian definitions a@nfininity, the decadent
and the dandy undermined Victorians’ valorizatidraaobust, muscular
brand of British masculinity deemed to be cruc@khe maintenance of
the British Empire. (LedgeQultural Politics 22)

The New Woman essentially differed from the notdithe Angel in the House by

demanding a function in the public sphere. Sheava®man that spoke up for her
right to education, the vote and the earning oivend, and, thus, to generally

become more independent of men. This developmeniyrn, tended to arouse
debates among men, who either belittled this stofeemancipation or considered
it as a virtual threat to the social system in geah@nd marriage and the family in
particular. Cunningham further points out that ¢ecial factor for ‘the elevation

of the New Woman into a symbol of all that was nmasdllenging and dangerous
in advanced thinking [...] was, inevitably, sex’ (Qumgham, 2). It became more
and more clear that women, who had largely beeardegl as ‘sexless’, had to say

something on subjects of sexuality as well:

1 Cf. Cunningham, 1.
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Venereal disease, contraception, divorce and aglulteere made the
common talking points of the new womanhood. And riage,
traditionally regarded as woman'’s ultimate goal highest reward, came
in for a tremendous battery of criticism. (Cunniagh 2)

The revolutionary idea behind the importance olusdiky in the discourses about
the New Woman was that female sexuality had lostesof its stigma. Previously
only prostitutes or ‘fallen’ women had been asseciavith being sexually active,
as will be discussed in more detailed below. Witile two latter types of the
female can be interpreted as belonging to the gastNew Woman, as the term
already indicates, was an innovation, a phenomednowhich the established
definitions could not easily be transferred. Fumhere, the widespread opinion,
especially among men, was that the New Woman repteg a threat to the social

order. Cunningham again argues that

[d]espite the circumlocutions, it is clear that tew Woman is regarded
as a highly sexual being, all the more dangeronsesshe cannot be
dismissed as a prostitute or a fallen woman. (Gwgiram, 14)

It is equally important to note that the New Wonmsgressentially a middle-class
phenomenon, which also finds its manifestation he texts to be analysed.
Moreover, this observation also accounts for tloe taat the following discussion
of the social reality concerning women in the 188 and early 28 centuries will
be mainly focused on the middle classes. The isworking-class women will,
however, also be mentioned in a later chapter amagyStanley Houghton’s play

Hindle Wakeswhich is set in a working-class environment.

As already pointed out, the status of women inetgcitheir political and legal
rights, generally summarised under the term ‘Wor@amestion’, became one of
the major concerns of public debate in the secaiiatf the 19" century. Martha

Vicinus points out that

[bly the 1860’s the woman question had become ohdéhe most
important topics of the day. Job opportunities, nage laws, female
emigration and education were only some of theessiebated at that
time. Women themselves — and particularly middésslwomen — were
increasingly concerned with what their roles wened what they should
be. (Vicinus, ix)
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Therefore, in order to obtain a broader picturetred socio-cultural situation
surrounding the plays to be discussed, it will gr@onstructive to examine the
various transformations throughout the second diathe 19" century and relate

them to the growing emancipation of women at timaget

2.1. Women and Education

2.1.1.Girls’ Colleges

A first step towards gaining some independenceviimen was the establishment
of new educational opportunities. It should be dotleat girls’ schools existed
before the changes that began to emerge arounthittdie of the 19 century.
They were usually fee-paying and for girls from alate-class background, but
the emphasis of the curriculum was less on theisamgent of academic skills but
rather on the development of the appropriate feminaccomplishments.
Women'’s access to secondary education was faeditay the establishment of the
first female colleges, Queen’s College and Bedfootlege in London in 1848 and
1849, from which the first generation of well-qdigd female teachers emerged,
which for years proved to be almost ‘the only resgele profession for middle-
class women’ (Vicinus, xvii). In 1850 and 1854 foendations of North London
Collegiate College and Cheltenham Ladies Colletjevied.

As Philippa Levine points out, women consideredcation as a way to gradually

obtain various other liberties as well. It was caired

as a means of training for paid employment, as ansief alleviating the
vacuity and boredom of everyday idleness and, ofsm as the means to
improving their ability to fight for the extensiaf female opportunities
in a host of other areas. (Levine, 26)

In the debates on the question of female educatt@nyoices against it came up

with a wide range of different arguments. They rokdl, for example, that the

2 For a further discussion, see: Levine, 26f.
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energy absorbed by studying would later be lackingvomen’s capacity for
reproduction, and that their withdrawal from primhadomestic concerns ‘would
serve to undermine family life’ (Levine, 26).

One of the leading personalities involved in theiggle for women’s access to
higher education was the feminist Emily Davies. &b&l the opinion that girls
should receive the same educational opportuniidsogs® Others argued that the
primary aim of female education should be to prepaomen for a future as
wives and mothers by focusing on domestic sciefasses’ Dorothea Beale, the
principal of Cheltenham Ladies College, for inse@nstated that her goal was to
educate ‘girls so that they may best perform tdbsdinate part in the world to
which, [she] believe[d], they ha[d] been callede@®e, quoted in LewisdVomen
in England 91).

2.1.2.Universities

In the 1860s, debates largely concerned the questi®ether women should be
granted permission to sit university examinatidnsl863, Cambridge consented
to a trial run for girls, a scheme which was peremdly established in 1865 after
it passed through the Senate of the University Iojmow majority of 55 to 51.
Three years later, the University of London introgld a particular women’s
exam, and in 1870, Oxford allowed women to its Ild&&eaminations. One of the
most important driving forces behind these achiea@i: was Emily Davies
again, whose next aim was to enable women to ated&ss’y education. In 1869,
Girton College for women, which adhered to the gple that the curriculum and
testing methods should not differ from male colegeas founded.Girton,
which from the beginning of its establishment hagod) connections with
Cambridge University was incorporated by the laited872, but did not admit
women to Honours examinations, granting certifisadé proficiency rather than

degrees.

% For a further discussion, see: Levine, 43f.

* Cf. Lewis,Women in England®1.

® Cf. Levine, 35f.

® For a further discussion, see: Levine, 44f andyingham, 4.
" Cf. Levine, 55.



2.2. Women and Politics

In the course of the second half of th& t@ntury, women became more and more
involved in public and political matters. They argd access to local government
offices and direct participation in party polititsMoreover, women’s rights

movements, with the primary goal to assert gerferable enfranchisement, began

to flourish.

2.2.1.The Origins of the Women’s Suffrage Movement

It could be argued that women’s request for thaers in politics had already
started in the 18 century, as probably most prominently expressedViayy
Wollstonecraft in her treatiséindication for the Rights of Woméiirst published
in 1792. Even though she does not directly staewlmmen should be allowed to
vote, she claims that they should have some sopotfical representation. In
chapter IX, she argues that ‘women ought to hapeesentatives, instead of being
arbitrarily governed without having any direct shaallowed them in the
deliberations of government’ (Wollstonecraft, 14From that point onwards,
however, the female suffrage movement had stiting way to go and quite a few
obstacles to overcome.

By the 1860s, an organised women'’s suffrage movetnegan to emergeTwo
events of this decade are said to have triggeredenious political debates about
women’s right to vote.

On the one hand, the Reform Act that extended migis to vote was enacted in
1867, which, by the way, was also the year theiestrplay under discussion,
Phillips’ Lost in London was first performed. This act enfranchised alllena
householders and, consequently, enabled workirgsat@en to vote for the first
time in Britain’® As David Rubinstein points out, ‘[tlhe rise of tHabour
movement demonstrated the trend towards increastigconfidence on the part

of underprivileged groups’ (Rubinstein, 138). There, according to Jane

8 Cf. Gleadle, 154.
° Cf. Rendall, 130.
10°Cf. < http://en.wikipedia.org/wiki/Reform_Act_186714 January 2007]
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Rendall, the debates surrounding this event algmifgiantly marked the
beginning of women'’s struggle to vateNevertheless, she argues that women'’s
efforts to gain a right to vote were differently tivated than those of working
men. Women did not put self-interest in the foregqah but rather stressed the
notion of a ‘woman’s mission’. This mission canuw®@lerstood as a form of civic
humanism directed towards improving the situatibrthe uneducated and poor.
Furthermore, this humanitarian and charitable vonawas by and large restricted
to the middle-class. As Jane Lewis emphasisesrintreduction to a portrayal of

five Victorian/Edwardian women dedicated to soaigtion,

[p]hilanthropic work remained within the boundspobpriety and middle-
class women’s sphere, whereas most other publiwiteet involved
crossing the boundary into unwomanly behaviourwise Women and
Social Action11)

It is again important to note that these notions pbilanthropy and public

involvement were inextricably linked to issues lafss and gender.

On the other hand, the question whether women dHmigranted the right to vote
also started to be an issue in Parliament when $obart Mill was elected as an
independent Member of ParliaméntMill supported equal rights for women and
the suffragettes’ cause, which is also expressddsiressayOn the Subjection of

Women which originally appeared in 1869. In the introtan, he states that ‘the
object of debarring woman from political life andbrih lucrative occupations

seems to be to perpetuate their subordination medtic life’ (Mill, Subjection

12). With respect to female suffrage in particule claims that

[p]ersons who could not themselves conduct the morent may have
the right to choose governors. Voting is a meansetitprotection; and
whatever securities are needed in the case of mprevent a misuse of
the ballot, would prevent women from misusing ithdAwhere the
interests of women differ from those of men, wonespecially require
the suffrage as a guarantee to just considerdfitil, Subjection12)

In 1866, a first petition was presented by a conemibf women, whose aim was
to put an end to those legal disabilities which enédimpossible for women to

vote for members of Parliament. This petition ahlfer ‘granting the suffrage to

1 ¢f. Rendall, 119.
12 Cf. Blease, 193.
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unmarried women and widows on the same conditiong/tauich it is, or may be,
granted to men’ (Rendall, 133). The committee thile achieve much. In 1867,
Mill aimed to introduce amendments to the above toead Reform Act by
including women as well. In a speech in front a thouse of Commons on May

20 he put forward to substitute ‘man’ for ‘persom the grounds that

[i]t is not only the general principles of justitieat are infringed, or at
least set aside, by the exclusion of women, measlyvomen, from any
share in the representation; that exclusion is akmugnant to the
particular principles of the British Constitutioft. violates one of the
oldest and most cherished principles of the carigiital maxims [...]
that)ltgaxation and representation should be co-eeer(Mill, Speeches
252

His proposal, however, did not appeal to the mgjarf voters.

2.2.2.The Rise of the Suffragists

Even though political changes did not take placethen broader national level,
women became increasingly involved in communal tsli and public
representation. In 1869, all female ratepayers mgl&hd and Wales were
permitted to vote municipally following the Muni@pFranchise Act, a right that
was later narrowed to unmarried female ratepay@ne. year later, the creation of
school boards followed, which allowed female caatid* Lewis argues that
women'’s involvement in school boards and localtmsliwas rather influenced by
their wish to do philanthropic work than by feminisotivations™> She argues that
female school board members took special intereshe girls’ curriculum and
tended to support the study of domestic subjents similar way, ‘local politics
were considered to be an extension of philanthregdk, and were seen as an

extension of women’s domestic sphere’ (LeWisgmen in England®4).

Nevertheless, the ‘appeal of the women’s suffragevement increased in the

aftermath of the Reform Act, and a form of natiomafjanisation was soon

13 For the complete speech, see: Miijblic and Parliamentary Speeches: Vol51-162.
14 Cf. Gleadle, 157.
15 Cf. Lewis,Women in England4f.
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adopted’ (Rendall, 139). In the 1870s the firselosomen’s Liberal Associations
were formed. By 1887, there were over 40 such #ssmas all over the country,
generally referred to as the ‘Women'’s Liberal Fatlen’. The fight for women’s
right to vote soon emerged as the unifying poli€yhese group$® Almost from
its beginnings, however, the women’s suffrage moy@mwvas not always in
unison as there existed conflicts between groupgrious cities due to different
political attitudes and varying strategies as ta ltloe vote could be obtained. The
founding of the National Union of Women’s Suffragecieties (NUWSS) under
the leadership of Millicent Garrett Fawcett in 189Fen, ‘finally provided a
central umbrella for campaigns, though it did nealhfundamental political
differences’ (Rendall, 157). This unity did nottlésr long either. In 1903, a group
of some members split from the NUWSS, as they wareeasingly disappointed
by its lack of achieving much through their tactimsreasoned argument and
persuasion. Under the leadership of Emmeline Paskhthey founded the
Women’s Social and Political Union (WSPU), and adapthe slogan ‘Deeds, not
words’, they soon began to be known for a morevadtind of campaigning.

Even though from the 1890s onwards, support forafenenfranchisement began
to grow and was taken more seriously by press amtiafhent than befor¥, the
suffragists were constantly faced by opposition warious levels and the
arguments brought against any female involvememioiitics were manifold. As

Lewis points out,

[ulnderlying the suffrage struggle was a set oitwtes which dictated
that women’s natural sphere was the home, that thiidevelopment
came only with motherhood and that a ‘womanly wonvaould not be
interested in politics. (Lewid¥omen in Englan®7)

The arguments of the anti-suffragists drew largatythe ideology of separate
spheres, which did not only imply that women wonid be interested in the vote,
but also that it would confuse ‘the proper bouneaief masculine and feminine,
public and private, domestic and political’ (Tickne.54). Consequently, the
harmonious social order would be subverted ancetfeets on family life would

be disastrous as women would neglect their highegly of maternity?

18 Cf. Gleadle, 161.
17 ¢f. Rubinstein, 139.
18 Cf. Tickner, 154f.
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Therefore, it does not seem surprising that ‘[ajrabs politicians had no wish to
struggle for a cause whose advocacy laid them dperharges of frivolity or

crankiness’ (Rubinstein, 142).

2.2.3.The Rise of the Suffragettes

As all the suffragists’ appeals remained withodié&f especially the members of
the WUSP began to employ more drastic and militaeasures by 1905. 1t is,
important to note that not all women who wantedrtgbt to vote supported these
strategies. The more militant fraction became tokbewn as ‘suffragettes’
whereas the more law-abiding section remained teadiled ‘suffragists™® The
unusual behaviour of the former naturally raisedemuublic awareness, and as a
result ‘they drew public attention to the whole sfien to a degree which had
never been known before’ (Blease, 250). At firsbme of these militant
suffragettes only interrupted political meetingsltwydly uttering their indignation
from the gallery in the House of Commdfis.

The campaigns for female enfranchisement increasdte years to follow. In
1907, the first big public demonstration in Londeas organised. About 3,000
women took part in this procession, and as Straplo@yts out, they marched with
‘hearts in which enthusiasm struggled successhiily propriety’ (Strachey, 307),
as they also had a sense of public shame and afidasing their reputations.
Moreover, suffragettes began to chain themselvésetoailings in Downing Street
or the statue in the lobby of the House of Commdhsey attempted to raid
Parliament, were arrested for obstruction, andwhstones at shop fronts in
Regent Street and at public buildirfg©nce in prison, some militants drew public
attention to themselves by going on hunger strikemin, most of these active
acts of militancy were condemned by a large nunalbéinose who were normally
in favour of women’s suffrage. In 1910, a positsign from the Government’'s
side was perceived. There was talk of women’s agéfrand serious parliamentary
efforts were made by the Liberal Government. An-pality committee of
members, known as the Conciliation Committee, wastpgether and drafted a

19 Cf. Strachey, 302.
20 Cf. Strachey, 298f.
2L Cf. Strachey, 311ff.
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bill that was by and large supported by all seatfénSix months of intense
propaganda on the side of all supporters of fersaférage followed with huge
processions and meetings, and the rejection ofany of militancy to ensure that
the bill received every chance. Their endeavounsaneed without success once
more. As a result, the suffragettes turned to amtitactics again. Mrs Pankhurst’s
society received numerous and generous donatiansab Roy Strachey argues,

the militant movement began to lose its importance:

The Press and the public had grown tired of thesnefwfoutrages,” and
even when these became more serious in characesr aktracted
comparatively little attention. [...] What people wad to know now was
how the matter actually stood, what the Governmemild do, and what
the real prospects were; and the question of methatiich had once
been so interesting, faded into insignificancerg@tey, 327)

As another Reform Bill proposal was rejected in 2,99ghteous anger began to
grow among the constitutional societies and espgaiathin the militant circles.
The general attention of the feminists’ course wsgecially attracted through a
tragic incident at the Epsom Derby: Emily Wildingaldson, one of the militant
suffragettes, threw herself in front of a racingrdeo and got killed®> More
demonstrations followed, but the Government’s it towards female suffrage
remained unaltered, which inspired hope withinfdrainists for the next election.
The outbreak of the First World War in 1914 broughtcampaigns to a sudden
end: any political activities by the suffragists re’esuspended and any militant
actions by the suffragettes were instantaneoushppst®® During the war,
however, the role of women in society gradually dmego change. In their
ambition to help, women from every layer of societyt only worked in the
nursing service, but, after receiving some trainiatpo successfully took on

‘men’s jobs.?> Consequently,

[tthe Women’s Movement, indeed, was gaining suppgrthe results of
the new experiences, and women themselves wenmirigaio look upon
their value in the world in a new light, but no dmed time or thought to
spare to translate these things into legislatiStrachey, 350)

22 Cf. Strachey, 315f.
2 Cf. Strachey, 332f.
24 Cf. Strachey, 337.

% Cf. Strachey, 338ff.



-13 -

As the years that followed are not part of thegmkthis thesis is primarily focused
on, the subsequent development with regard to femafranchisement will only
briefly be summarised here. In 1918, the Repreientaf People Act granted the
right to vote to ‘all women over the age of thiMsho were householders, the
wives of householders, university graduates or pieca of property worti5 per

year’ (Tickner, 236). The age limit was most likelyesult of politicians’ concerns
to keep women in a minority. Moreover, women overv@ere considered to be
more domestic, whereas younger women’s beliefs ideds were feared to
contribute to a destabilisation of the systénilen years later, women were

enfranchised on equal terms as men — that is beesde of 21.

2.3. Women and Employment

From the 1860s onward, a gradual progress conagmmigdle-class women’s
participation in paid employment could be perceivEdis was mainly due to the
afore-mentioned improvement of female admittancesdoication. Occupations
were to be found in the medical, clerical, retgjland education sectorsKathryn
Gleadle further argues that the stability of nieeté-century society, however,
remained by and large intact as gender differeme=e reiterated when women
entered those positions, for example, by expandantfin concepts such as female
benevolence and gentility to medical and nursirgfgssions?® It is also important
to note that this kind of female employment was yet the norm as ‘for the
majority of women, this was a period of stasis, clmtnge. Women continued to
engage in ‘traditional’ activities — such as donwestanagement, child care and

philanthropy’ (Gleadle, 139). Similarly, Bonnie Simstates that

[d]uring the Victorian period women and men inhabliseparate spheres:
women practiced virtue at home in their domesteproductive, and
maternal activities; men worked in public, in tharketplace, and took
part in representative politics. Coexisting witlistideology of separate
spheres was one concerning women’s unsuitabilitywfork. [...] This

% Cf. Pugh, 288.
27 Cf. Gleadle, 137.
2 Cf. Gleadle,153.
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ideology first made working-class women into a dismtaged group in
the workforce. As the ideology gained expressioméadical, poetical and
philosophical terms, it also encompassed the mididies woman, who
was seen as even more unsuited for work than heseriolass
counterpart. (Smith, 182-183)

Another factor that contributed to the focus of [puldebate on middle-class
women’s employment and the limited range of sogiaticeptable jobs available
to them was the rise of single women. From 1851861 Great Britain saw an
increase of unmarried women between the ages @ni>45 from 2,765,000 to
3,228,700 In this context, it is again important to notettbiéferent standards
were applied to working-class women, who had anieeasccess to paid
employment in agriculture, hand manufacture, domesgrvice, factories, but

also to prostitutiori®

2.4. Women and Marriage

At the beginning of the Victorian era, common lai¥ dot grant women a separate
identity from their husbands. It generally statdéwttanything a wife earned

belonged to her husbart.

Over the subsequent decades women gained some cigiterning their status in
marriage, but men still continued to be the govegrfigures. In this connection,

Gleadle points out that

[the perpetuation of male authority within margags not surprising,
given that most women remained economically dependeon their
husbands; educationally disadvantaged in comparigonthem and
without political rights. (Gleadle, 174)

A shift in the general understanding of marriageent was accompanied by
amendments in the property rights of married wotogether with changes of the

2 Cf. Vicinus, xvi.
30 Cf. Gleadle, 95-110.
31 Cf. Vicinus, xiv.
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grounds women could cite to sue for divorce, bdtwisich were again primarily
beneficial to middle-class woméh.

The Divorce Act passed in 1857 can be considered fast step towards the
recognition of a woman’s control over her propentygertain specified cases as it
granted her all the rights of an unmarried womath wespect to property after a
judicial separation or divorc&. The reasons for which a divorce could be
petitioned for, though, were essentially differéot men and women. The new
law generally granted men the right to divorcertmaves if they had been guilty
of adultery. Women, however, had to prove thatrthesbands had committed an
act of adultery plus some ‘aggravating circumstgmnekich meant either bigamy,
cruelty, desertion, rape or incé8tn other words, it was deemed to be natural for
a woman to forgive her unfaithful husband, wher@asan was never to pardon
an act of infidelity by his wife. Commenting on ghprevalent hypocritical
concept in Victorian culture, Deborah Anna Logaguas that

[plerhaps nowhere is the power differential betw®atorian males and
females more clearly seen than in the sexual dostaadard, which
demanded female chastity (a “moral” standard) wigtemoting the
tradition of male sexual activity prior to marriage necessary to men’s
health (a “scientific” standard). (Logan, 18)

Female adultery meant a threat to the family andrager for society as a whole
because the family was also seen as a microcogheatation. Therefore, Lord
Cranworth, the Lord Chancellor and sponsor of tlivof2e Act commented on

whether a husband should forgive his adulterous thit

[n]Jo one would venture to suggest that a husbandidcpossibly do so,
and for this, among other reasons [...] that thetadulbf the wife might
be the means of palming [a] spurious offspring ugw husband, while
the adultery of the husband could have no suclctef@eh regard to the
wife. (Cranworth, quoted in Edelstein, 209)

An important stage in the improvement of marriednea’s legal position was
the passing of the Married Women’s Property AcL&7Y0 that allowed wives to

own and control their ‘own property’. This basigalhcluded

32 Cf. Lewis,Women in England78.
33 Cf. Holcombe, 11-12.
3 Cf. Nead, 52.
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the earnings and property they acquired by thein @werk after passage
of the Act; money invested in several specified svayin annuities, in
savings banks, in the public stocks and fundsnoorporated or joint
stock companies, in the shares of provident, ftiertouilding, loan, and
other such societies, and in insurance policiesttmr own or their
husbands’ lives; and with qualifications, propetctyming to them from
the estates of persons deceased. (Holcombe, 20)

By 1882, a more extensive Married Women'’s PropAdiywas passed. It granted
a married woman the same status as an unmarriednohthe right to a ‘separate
property’, which meant the right to retain any pedp that she acquired before as
well as after marriage, to sue and be sued witlarcego her property and to
dispose with it in her own discretion throughour tiee as well as after her
death® Furthermore, it also conferred responsibilitiesmomen for the support
of their families®

Moreover, divorces gradually began to lose somihefstigma attached to them.
Other factors that played a role in a slow but geddlteration of the traditional
conception of patriarchal marriage in the secoritidfahe 19" century were the
accessibility to contraception, and the possibditygpinsterhood as an alternative,
which nevertheless continued to be viewed infettomarriage and motherhood

in a majority of case¥.

35:Cf. Holcombe, 24f.
36 Cf. Gleadle, 178.
37 Cf. Gleadle, 185.
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3. The Construction of Women

In England, the 19 century was marked by the growth of an influentiatidle
class. As Lynda Nead stresses, this middle-clastlamot be perceived as one
single entity, but rather as an amalgamation oéidi® occupational groups with a
variety of different income® Therefore, a way to create a particular group
identity in order to distance oneself from the ottlasses was needed. According
to Nead,

[tlhis class coherence was established throughfdhmation of shared
notions of morality and respectability — domestdealogy and the
production of clearly demarcated gender roles werdral features in this
process of class definition. (Nead, 5)

The separation of gender roles led to the creatidhe ideal woman as a model of
moral virtue, who significantly differed from men her sexuality. Men’s sexual
urge was conceived as active and vigorous whereawlé sexuality was
considered to be weak and passive. This ideologyetlout to be one of the
primary grounds on which middle-class homes andriaggs were based.
Consequently, any female behaviour that did notaramto this established norm
was considered deviant. Women’s sexuality was @gdigeronstructed around the
opposition between virgin and whore, the respeetabid the falled’ Logan
points out that the Victorian era was confrontedthwa ‘madonna-harlot
dichotomy’ (Logan, 6f) without leaving room for egories in between, and Mary
Poovey argues that

[tlhe place women occupied in liberal, bourgeomoldgy helps account
for the persistence in the domestic ideal of thriezamage of woman as
sexualised, susceptible and fallen. [...] The comttamh between a
sexless, moralized angel and an aggressive, camajdalen was
therefore written into the domestic ideal as one itef constitutive
characteristics. (Poovey, 11)

Moreover, it can firstly be argued that not onle tRallen but also the New

Woman digresses from the constructed norm of woasethe Angel in the House.

%8 Cf. Gleadle, 5.
3 Cf. Nead, 6.
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Secondly, it should be mentioned that the Fallermaio does not really coexist
alongside the model of the New Woman. Neither esl#iter merely a new term
for the former. It could rather be argued that eav Woman is a new model of
womanhood that has emerged from the previouslpksitied dichotomy.

The following chapter aims at a detailed discussudnthe three major roles
ascribed to Victorian and Edwardian women in evayydife as well as in

literature.

3.1. The Angel in the House

Man for the field and woman for the hearth;
Man for the sword, and for the needle she;
Man with the head, and woman with the heart;
Man to command, and woman to obey;

All else confusion.

(Tennyson;The PrincessV, 437-441, 264)

As Vicinus points out, throughout the™ 8entury the prevalent attribute expected
from women was respectabilit).Respectability, then, was generally considered
to mean that a woman acted ‘womanly’ by knowing pkace in society, which
was at home. Along these lines, the Victorian iddalomanhood was that of the
Angel in the House, a term that originated from title of a poem by Coventry
Patmore, first published in 1854 and revised upl d®62* It is an account of
Patmore’s wife Emily and describes his concepthefitieal wife. The poem was
not instantly popular, but became increasingly famthroughout the second half
of the 19" century. In his analysis of the poem, lan Ansteuthotes that ‘[t]he
effect on the poem, and thus on Coventry, was shaw,sensational. The poem
began to sell in thousands, especially in cheafoedi (Anstruther, 8). A passage
that reflects quite well the general tone of themaand its evaluation of wives is

The Wife’s Tragedythe beginning of Canto IX:

40 Cf, Vicinus, xix.
1 Cf. Christ, 146.
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MAN must be pleased; but him to please
Is woman'’s pleasure; down the gulf

Of his condoled necessities

She cast her best, she flings herself-
How often flings for nought, and yokes
Her heart to an icicle whim,

Whose each impatient word provokes
Another, not from her, but him;

While she, too gentle even to force

His penitence by kind replies,

Waits by, expecting his remorse,

With pardon in her pitying eyes;

And if he once, by shame opress’d,

A comfortable word confers,

She leans and weeps against his breast,
And seems to think the sin was hers;
And whilst his love has any life,

Or any eye to see her charms,

At any time, she’s still his wife,

Dearly devoted to his arms;

She loves with love that cannot tire;

And when, ah woe, she loves alone,
Through passionate duty love springs higher,
As grass grows taller round a stone.
(Patmore, Canto IX, Sahara, Prelude3hke Wife’s Tragedyl11)

Virtue, passivity, innocence, purity, dependenaamigassion, love, and beauty —
the desirable female traits of the™®entury — are mentioned in this extract. In
order to point out the prevalence of this Victorattitude towards femininity, it
will prove informative to mention other importargpresentatives, operating in
different cultural domains in nineteenth centurygland. John Ruskin, one of the
most eminent Victorian art- and societal critias; €xample, gives the following
description of the ideal and ‘true’ wife in his agsOf Queens’ Garden’, written

in 1865 and later published as the second pretaSedame in Lilies 1871

[...] home is yet wherever she is; and for a noblenan it stretches far
round her, better than ceiled with cedar, or pdintgth vermilion,
shedding its quiet light far, for those who elsaavkomeless. [...]. But
do not you see that to fulfil this, she must —asds one can use such
terms of a human creature — be incapable of eBorfar as she rules, all
must be right, or nothing is. She must be enduyinigkorruptibly good;
instinctively, infallibly wise, — wise, not for dellevelopment, but for
self-renunciation: wise, not that she may set hieed®mve her husband,
but that she may never fail from his side: wise, with the narrowness
of insolent and loveless pride, but with the passie gentleness of an
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infinitely variable, because infinitely applicablepdesty of service — the
true changefulness of woman. (Ruskin, 122-123)

Similarly Dr William Acton, an established authgribn venereal disease and
prostitution?® noted:

A perfect ideal of an English wife and mother, kimbnsiderate, self-
sacrificing, and sensible, so pure hearted as tottieely ignorant of and
averse to any sensual indulgence, but so unseifatdched to the man
she loves, as to be willing to give up her own wislnd feelings for his
sake. (Acton, quoted in Nead, 19)

The woman, thus, occupied a saint-like status, teomdhat to some extent also
implies a certain degree of sexlessness, as alsdyrth at the beginning of this
paper. Furthermore, this concept accounts for dlige that any form of ‘deviant’
behaviour was usually heavily stigmatised. Womero blecame perceptible as
sexual beings, tended to be categorized as ‘falecommon perception that was
subject to change in the course of the period todmsidered. At the same time, it
is important to bear in mind that, in the wordd.efvis, ‘[w]hile Victorian women
were supposed to be passive and pure, Victorianweea excused the odd moral
lapse on the grounds that it was a natural re$utier virility’ (Lewis, Women in
England 112). This prevalence of double standards w#loabe a significant
aspect in dealing with the plays in question.

Moreover, it can be claimed that the Angel in theube was confined to the
domestic realm whereas her husband inhabited tbécpdomain. According to
Nead, this situation and its connection to an englcult of domesticity is due to
a development that started in the latd&" #8d early 18 century when the home
and the workplace began to be separitatfomen were increasingly defined as
being naturally suited for domestic duties whilsgtnmwere said to be more fit for
dealing with the ‘world outside’. The assumptiomttimen and women occupied
separate spheres is closely related to scientifgories of sexual differences.
Besides the already mentioned Dr Acton, Charleswidarfor example, was
another prominent figure who supported this ideahis work The Descent of

2 For a further discussion on Ruskin’s ideals of @afmod, see: Linda M. Austin. “Ruskin and
the Ideal Woman”"South Central Review/ol. 4, No. 4 (Winter, 1987): 28-39.

43 Cf. Nead, 19.

4 Cf. Nead, 32.
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Man, first published in 1871, Darwin ascribed divergeharacter traits to men
and women: ‘Man is more courageous, pugnaciousardyetic than woman, and

has more inventive genius’ (Darwin, 557). Womanttmnother hand,

seems to differ from man in mental disposition,efllgi in her greater
tenderness and less selfishness. [...] Woman, owtdanger maternal
instincts, displays those qualities towards hefantg in an eminent
degree. (Darwin, 563)

Another eminent character who argued for the dfiéation of sex roles was the
philosopher Herbert Spencer. He held the opinioat ih was the result of
humankind’s adjustment to social survival. Moreg\aacording to him, the more
a society was developed the greater was the selffieience between men and
women. A further point of his argumentation wastthawoman’s individual
intellectual and physical growth stopped earlieanthra man’s, who saved his
energies for reproductidii.

In the field of psychology, George Romanes, stgrims argumentation from
Darwin’s physiological differentiations, argued tlilifferences between the sexes
concerned mental faculties such as intellect, emotnd will. In his 1887 essay
Mental Differences between Men and WoyRomanes stated that a woman’s
intellect was less developed than that of a man taatl she lacked willpower,
concentration and proper judgement. He grantedigimothat female senses were
more advanced. With regard to relationships, heemitat

[flrom the abiding sense of weakness and conseqisp#ndence, there
also arises in woman the deeply rooted desire @éasgl the opposite sex
[...]. Alike in expanding all the tender emotions, dalling up from the
deepest fountains of feeling the flow of pureseetibn, in imposing the
duties of rigid self-denial, in arousing under #fongest form the
consciousness of protecting the utterly weak argldss consigned by
nature to her charge, the maternal instincts arevdman perhaps the
strongest of all influences in the determinationcbéracter. (Romanes,
20)

These ideas of sexual differentiation were thenroamicated by medical doctors,
whose female clientele in the late™&nd early 28 century consisted for the most

part of middle-class woméfi. Consequently, the diagnoses of female ailments

5 Cf. Lewis,Women in England3.
% Cf. Lewis,Women in England4.
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were to a large extent motivated by theories ofsirtttion between the sexes as
well. Lewis argues that

[tlhe physician’s approach to female illness exefigol the strong
influence of theories of sexual difference and thature of their
implications for the position of women in socieBy the 1880s nearly all
female disorders were ascribed to uterine malfongiin accordance with
medical and scientific preoccupations with the enging importance of
female biology. Moreover, female well-being was ided in terms
congruent with both women’s reproductive functiordadeal feminine
behaviour. (LewisWomen in England5)

An ideal feminine behaviour and healthy developmeas associated with a

woman’s attachment to her particular realm anddeenonstration of moral virtue

expressed by ‘passivity, a love of home, childred domestic duties and [...]

sexual innocence and absence of sexual feelingstif,\WWomen in England6).

A more detailed discussion of the relationship leetwfemale patients and doctors
will follow in the chapter dealing with William Sosnset Maugham’s play

Penelopewhere the eponymous character’s husband is dqiduy4’

Women'’s primary task was to provide a refuge fe@irthusbands and children and
to fill it with peace, beauty and emotional sequfftLewis also points out that the
emphasis on domestic values was due to a decrestaing of religion in everyday

life:

[d]uring the mid-and late nineteenth centuries Wige and mother at

home became doubly important as a moral force lsecawolutionary

ideas had shaken the religious faith of so mang. Adarth itself became
sacred, and the chief prop of a moral order nodomhgttressed by belief.
(Lewis, Women in EnglandB1)

Furthermore, the home was generally perceived dsna of safe haven to
counterbalance ‘the rapid economic, political andia change outside and [...]
the competitive values of the market place’ (Lewimen in Englandl13). In
the second half of the f9century, England had to defend its international
leadership as foreign competition grew fiercer. S&muently, the implication of

this concept of the family as a form of microcosimsociety, was that a stable

7 Cf. Penelopel, 10.
“8 Cf. Lewis,Women in England1.
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home would also ensure the stability along with gbeurity, prosperity, progress
and order of the stafé.Likewise, Samuel Smiles, a Victorian author espléci

known for his books on the virtue of self-h&|pstated:

The Home is the crystal of society — the very nusleof national

character; and from that source, be it pure ortedinissue the habits,
principles and maxims, which govern public as wedl private life.

(Smiles, 341)

As a result, it could be argued that two differeahcepts were inherent in those
Victorian notions of the home. On the one haneyas generally understood as a
place that helped to maintain the stability of skete. On the other hand, it played
an important role in securing national progress simccess. It could be argued
that the theories of separate spheres and thesitrbinary opposition of the
sexes are the main reason why these two concepisnoé are not contradictory.
Women’s task was to uphold stability, their realmmswthe home, which was
meant to be the secure haven from which men engag#ukir duty to assure
progress. Similarly, Mary Poovey argues that

[tihe rhetorical separation of spheres and the @nafj domesticated,
feminized morality were crucial to the consolidatiof bourgeois power
partly because linking morality to a figure (rhetafly) immune to self-
interest and competition integral to economic ssscpreserved virtue
without inhibiting productivity. (Poovey, 10)

It is again important to particularly stress thetfthat this set of principles and
ideals primarily concerned English middle-classietyc This aspect is also
emphasised by Elizabeth Langland, who points oat the duties of a middle-

class wife could to some extent be compared tethging of a play:

The bourgeois wife must fulfil a range of represéinhal functions. A
lower-class wife, a working girl, would not be saigntly conversant
with the semiotics of middle-class life and coutnt,rtherefore, guarantee
her husband’s place in society. The home, oftearéid as a haven with
its attending angel, can be decoded so that wgne®it as a theatre for
the staging of a family’s social position, a stagihat depends on a group
of prescribed domestic practices.’ (Langland, 9)

9 Cf. Nead, p. 33.
%0 cf. <www.wikipedia.org/wiki/Samuel_Smiles> [3 Naweer 2006]
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3.2. The Fallen Woman

The Fallen Woman can be commonly understood asma @b deviance, especially
sexual deviance, from the feminine ideal of the élng the House.

Even though the term ‘fallen woman’ has clearly usdxconnotations it is not
simply a synonym for ‘prostitute’. The idea of ffamplies to some extent that the
woman has been respectable at one point and thaekimnt behaviour has led to
her exclusion from reputable society. This hasfthither implication that it is a
class-specific term as the Fallen Woman comes fomiddle-class background
whilst the prostitute is usually a member of thekimg-classes?

A Fallen Woman can generally be considered as gagommitted an act of
adultery. Unlike the prostitute, her sexual ad@at however, did not contribute
to her income and, consequently, an increase epieididence. Quite contrarily, as

Nead argues,

[a] woman’s ‘fall’ from virtue was frequently atbuted to seduction and
betrayal which set the scene for her representaai®nvictim. Most
importantly, the victimized fallen woman mobilizedone of the
connotations of power and independence; her deyiditt not involve
money and thus, to a certain degree, she retaiaedemininity, that is
she remained powerless and dependent. (Nead, 95-96)

Female adultery did not only mean a disruptionhaf home as a place of virtue
and stability, but also disturbance of society aghale. The consequence of this
attitude was that ‘within official forms of publiepresentation female adultery
was frequently identified as the most transgres$oren of sexual deviancy’
(Nead, 48). Moreover, even one single act of idiigeon a woman’s side was
largely considered as a permanent fall from virtde. important aspect of the
prevalent assumptions about female sexuality wasbtdief that the effects of
sexually deviant behaviour were to a large degreadterable and irrevocab?é.
‘The static “once fallen, always fallen” maxim ditéd that a woman need make
only one sexual mistake to be branded permaneatlgnf (Logan, 17). This

notion and its consequence, namely the drawing @éar-cut boundary between

51 Cf. Nead, 95.
52 Cf. Nead, 49.
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the permitted and the forbidden, proved to be amotactor involved in the
dynamics of the stability of society.

3.3. The New Woman

The Eternal Feminine is in process of change, hadvoman of political
and social activity will be different from the dostie woman, no doubt,
just as palaeolithic man differs from its neolithiother, but she will not
be any the less Woman... Let us watch the modern wpma longer
doll-like, she is now energetic and assured; nes$ leeautiful ... This
evolution of woman is inevitable. When everythimgthe modern world
is changing, can woman remain unchanged? (Jear, Rmoslated in
Votes for Wome(1911), quoted ilspectacle of Womat82)

The New Woman can be said to have emerged frorarteing changes that took
place in society towards the end of thd' t@ntury when the ideal of the Angel in
the House proved to be less and less retainable.Ndw Woman stands for a
development away from the ‘womanly woman’ as sheat&ls a say in the public
sphere as well. According to Rebecca Stott,

[tlhe New Woman [...] comes to refer to a new typemoiman emerging
from the changing social and economic conditiongheflate nineteenth
century: she is a woman who challenges dominantalir and who

begins to enter new areas of employment and eduncdftott, viii)

Moreover, the New Woman did not only differ fronetbompliant feminine ideal
of domestic womanhood by claiming a right to ediocgt suffrage and
employment, she also had a different attitude tde/&er outward appearance and
public conduct. She cut her hair, smoked and bedgawear less hampering
clothes. She was figuratively and literally able ntmve more freely than the
generations of women before her. She ‘sought teetranchaperoned, visit the
theatre and music hall, read what [she] wishedtakd part in sports and games,
notably cycling’ (Rubinstein, xi). She did not westarched petticoats and tightly
laced corsets, as the crinoline had disappeardtib870s and the bustle by the

1880s, but typically wore a tailored costume or anbination of skirt and
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blouse® With the rise of the popularity of cycling, sheeevstarted to dress in
trousers or ‘bloomers’, basically merely for praati reasons because the long
skirts had repeatedly been one of the main reasorEcidents and, consequently,

injury and embarrassmetit.

3.3.1.The Birth of the New Woman

‘New Woman’, as an actual term is said to have lm=ened in 1894, when it was
first rather generally used in an essay by theceddnovelist and social purist
Sarah Grand, published in tidorth American Review The term was soon
capitalised and taken up in a derogative way byid@uy the pen name of the
writer Louise Ramé® In her article, Grand emphasised that women unefena
process of awakening in which they came to redhsaé they were entitled to the
same position in society as men. She scrutinizad th

the new woman [...] had been sitting apart in sileobhtemplation all
these years, thinking and thinking, until at lds solved the problem and
proclaimed for herself what was wrong with Homekes-Woman’s-
Sphere, and prescribed the remedy. (Grand, 142)

Moreover, Grand pointed out that men in generalld/owt be pleased with these
developments. Patricia Marks argues that Grandtclar was particularly

attacking men for their desire to maintain theustajuo and to generally uphold
two different types of women, ‘the “cow-woman” (theusehold drudge) and the

“scum-woman” (the prostitute) for their convenien@éarks, 11).

Ledger maintains that the primary impetus for Grarafticle was the double
standard involved in bourgeois Victorian marriagésereby sexual virtue was
demanded from the wife but not from the husb#n@his form of hypocrisy
characteristic of the relationship between huskeamtl wife at that time will later
on come up again in a discussion of St. John Ewxvplay Jane Clegg

%3 Cf. Rubinstein, 214.

*4 Cf. Rubinstein, 217.

% Cf. Ledger,The New Womar2; Nelson, ix.
* Cf. Rubinstein, 15f.

57 Cf. Ledger,The New Womar20.
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Ouida, then, described the New Women as ‘unmittyataes’ (Ouida, 153-154).
She criticised them for their supposed lack of humend their inclination to be
more interested in public life, education and sptiman in their roles as wives and
mothers, which was to be their proper vocation.

From the moment this particular issue of tNerth American Reviewvas
published in Great Britain in May 1894, ‘the newman became a stock phrase at
the tip of every journalistic pen’ (Rubinstein, 1&ven though it was a term that
predominantly haunted the press at the beginningso€oinage, New Woman
characters also found their way into novels ang9laf that time rather quickly.
One of the first writers to employ them was Syd&yndy. His playThe New
Woman first staged highly successfully in September418will be discussed in

more detail at a later point of this thesis.

3.3.2.Defining the New Woman

Since the New Woman can be seen as having emergeda combination of
various transformations in different fields, sucheglucation, politics, philosophy
and employment, it is indeed difficult to give eea&t-cut of the term. This
elusiveness of the term existed from the very mdnieemerged. As Olive
Schreiner, a South-African born English writer whias herself considered to be

one of the first New Women, wrote:

[m]uch is said at the present day on the subjettt@fNew Woman’: [...]
It cannot truly be said that her attitude findsekl of social attention. On
every hand she is examined, praised, blamed, neistator her
counterfeit, ridiculed or deified — but nowhere darbe said, that the
phenomenon of her existence is overlooked. (Schreib2-3)

Similarly, Ledger argues that

[tihe New Woman as a category was by no meansestti# relationship
between the New Woman as a discursive constructrentlew Woman
as a representative of the women’s movement offithele siécle was
complex, and by no means free of contradictionsed{er, Cultural
Politics, 23)

%8 Cf. Rubinstein, 16.
%9 Cf. Rubinstein, 16.
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3.3.3.Arguments For and Against the New Woman

The expression ‘New Woman’ had quite different aatations to different people
depending on whether they supported a perpetuafidghe then present state of
affairs or a widening of female rights.

The anti-feminists considered these new, advanaedem as a potential threat to
the status quo, a threat to the English ‘race’ pyasing traditional marriag®in
general, and ‘a threat to the economic supremadyoafgeois men in Britain’
(Ledger,The New Womarl9) in particular. One of the ways to act agathst
potential danger was to ridicule these emergentw’nevomen. As David
Rubinstein argues ‘anti-feminists disguised thgiprahension by professing to
find humour in the spectacle of challenging thesemg pattern of relations
between the sexes’ (Rubinstein, 17).

The New Woman became a frequent target in the popuéss towards the end of
the 19" century. She was often depicted in a satirical éatbgatory way in
caricatures and parodies published in the issudsimfour and satire magazines
such asPunch® As Ledger points out, ‘New Women and feministsgeneral
were often constructed in the periodical press ammsh, over-educated,
humourless bores’ (Ledge€ultural Politics 26). A versifier in the periodical
Pick-Me-Upfrom 1897, for example, presented her as embodsuegything that
iS unattractive in a woman as she was gaining randemore manly characteristics
and therefore distancing herself from the feminideal of the almost angelic
being:

Last act of all, a woman new but old —

Old in that all the grace of youth has gone,

A thing that wears the outer garb of men,

Yet owneth but man’s worsest qualities,

That preaches doctrines, needless and unclean,
The which herself but half doth understand,

She apes all manly sport, disgusting men,
Wears cigarette in mouth, eyeglasses in eye,
Prepares herself a sad unloved old age,

Sans womanhood, sans taste, sans everything.
(Pick-Me-Up 17 Apr. 1897: 38, quoted in Marks, 13)

€0 Cf. LedgerCultural Politics 22.
®1 For a further discussion, see: Marks, PatriBiaycles, Bangs, and Bloomers: The New Woman
in the Popular Press
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Criticism of this new kind of woman did not onlyk&aplace within the media, it
was also part of the medico-scientific discourdairte Showalter states that

[a]Js women sought opportunities for self-developmemtside of
marriage, medicine and science warned that suclitiambwould lead to
sickness, freakishness, sterility and racial deggio®. (Showalter, 39)

Showalter further points out that male anxiety ingland centred around the
theory maintained by physicians that the New Womasuld be unable to
reproduce. Paying too much attention to the dewvedy of her brain, it was
believed, the uterus would be starved and, thessthbility of society as a whole
would be endangeréd.Ledger adds to this discussion that it was noy éedred
that New Women could not reproduce altogether that if they did, they would
be the breeders of mentally as well as physicatgkwchildrerf® In any way, the
continuity of the nation, one of the main publicncerns in the 1890s, was
considered to be imperilled. Ledger identifies theath of General Gordon in
Khartoum in 1885 as the starting point for thisqmaupation with the maintenance
of the British Empire and its people. Britain’'sangsts abroad were perceived to
be at risk and a way to counteract this developnveas believed to be the
breeding of a pure and strong English ‘réeApart from these ideological and
theoretical threats, critics of the New Woman disared that she would disrupt
traditional schemes in actual spheres of daily kiech as the labour market. An
argument that was not unjustified as Ledger pants

[...] her threat to the economic status quo was quas. Women had
worked outside the home throughout much of thetaargh century — the
idea of the domestic angel was from the start taesextent a Victorian
myth — but their employment had largely been in-fmaid factory work,

sweated labour or domestic service. At the turnthef century new
employment opportunities were rapidly evolving witte advent of the
typewriter, with the expansion of metropolitan depeent stores and with
the professionalisation of nursing and of the teagiprofession. (Ledger,
The New Womari9)

82 Cf. Showalter, 40.

83 Cf. Ledger Cultural Politics 30f.

84 Cf. Ledger Cultural Politics 31.
For a further discussion about eugenic ideaste\éctorian England, see: Richardson “The
Eugenization of Love: Sarah Grand and the MoralftGenealogy”.
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This aspect of the New Woman will later on provééoparticularly important in a
more detailed discussion ifdependent Means.

Quite contrary to the above notions, the New Woralao represented a form of
feminist heroine to her supporters, who largelytabated to the gradual gaining
of female independence. She raised questions atmmnentions relating to
marriage, motherhood and employment, and was ceregidas even superior to
men. In her afore-mentioned article, Sarah Graodjristance, identified men to
be in a stage of infancy because of their difficuti grasp that women started to
be less and less content with being restrictethécdbmestic sphere. Furthermore,
she considered it as women'’s responsibility to liegmn to come to terms with the
new development, to ‘hold[] out a strong hand te ¢hild-man, and [to] insist[],

but with infinite tenderness and pity, upon helpimign up’ (Grand, 143).

3.3.4.The New Woman in Fiction

In the same way as the concept of the New Womdacinis a rather elusive one
for which a clear-cut definition does not existe glannot easily be pinned down in
fiction either. Various new different female chaeas came into being, all broadly

categorised as ‘New Woman’. Consequently, Ledgeestthat

[tlhe New Woman had manifested herself in multdas guises in fiction
and in the periodicals through the 1880s and 1998s. ‘wild woman’,
the ‘glorified spinster’, the advanced woman’, tloeld woman’; the
‘modern woman’, ‘Novissima’, the ‘Shrieking sistedd’, the ‘revolting
daughters’ — all these discursive constructs vahoapproximated to the
nascent ‘New Woman'. (Ledger, Thieew Woman2-3)

Moreover, it has been suggested that the New Wowas rather a literary
phenomenon altogether. According to Ann Ardis, Ntesv Woman had hardly any
basis in reality, but was related to a particulamf of literature® Similarly,
Angelique Richardson argues that ‘the extent toctvithe New Woman was a
social reality was fiercely debated in the periatigress, but she entered the world

of fiction with considerable impact’ (Richardsor7). In the same way, Ledger

% Cf. Ardis, 12f.
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points out that ‘the New Woman was largely a dismg phenomenon’ (Ledger,
The New WomarB3). The portrayal of this new femaleness becamsecasingly
popular in novels of the 1890s. Ardis, however,gasgs that the fictionalised New
Woman had already materialised in 1883 in the shaipéyndall in Olive
Schreiner'sThe Story of an African Farf Ledger also places Schreiner’s novel
at the beginning of the emergence of the New Wommdiction, as she argues that
Lyndall ‘is unmistakably a prototype New Woman’ {iger, The New Womar®).
From 1883 onwards, over a hundred novels populatétdt New Woman
characters were written until circa 1900.Probably most eminently they
materialise in Thomas Hardy®ess of the D’Urbervill§1881), George Gissing’s
The Odd Woma(iL893), Sarah Grand’Bhe Heavenly TwinEl893), Mona Caird’s
The Daughter of Danaud894) or Grant Allen’sS’he Woman Who Did (1.895).
What all these novels have in common is that thesl diith women, their nature
and sexuality, in an innovative and up to that tiomeead of way. As Carolyn

Christensen Nelson, points out,

the New Woman writers began to explore for themeselthe lives of
women, removing the definition of what was womamegure and the true
feminine from the hands of male writers and repigcit with a more

complete and complex view. They do that in remdskalfferent ways

but all of them force us into reexamination of trepresentation of
women in the fiction of the nineteenth century. |@de, 3)

% For a further discussion drhe Story of an African Farnsee: Ardis, 61-68, and Ledg@he
New Woman77-83.
87 Cf. Ardis, 4.
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4. Victorian and Edwardian Drama

4.1. Overview

Firstly, it should be mentioned that the theatrd dot suddenly change after
Queen Victoria’s death. Therefore, according to rgeoRowell, there was no
caesura between Victorian and Edwardian drama,adtedations concerning the
English stage did only take place with the outbreéikhe First World Waf®
Consequently, he argues that Victorian and Edwardrama should be regarded
as one single entity, and that ‘it is perhaps pssible to treat the whole period
1893-1914 as the last chapter in the history of\tletorian [my italics] theatre’
(Rowell, 104).

The prevalent moral values of the Victorian age disd their reflection in the
dramatic works of that time. The plays, predomihantitten for a middle-class
audience, dealt with issues that mirrored the netadthss frame of mind. As

Michael R. Booth points out in this context,

[tlhe general response of drama to social changethé increasing
materialisation and urbanisation of Victorian lifend the growing
population of dramatis personae by middle-classraatars living in

middle-class urban settings, was to attempt —agtlan comedy and the
serious drama — to match the increasing verisimdiét of stage setting
with an increasing verisimilitude of characterieatand social behaviour
on stage. (Booth, 131)

These social transformations of the lat& 28d early 20 centuries, the changing
perception of women concerning sexuality, marriagmtherhood, education,
employment and political involvement, also founditiway into the plays selected
for this thesis. In the ensuing analysis of thasenétic works, an attempt to point
out the temporal transition from the Fallen to M@w Woman will be made. The
emphasis will be on the analysis of the relevamidie characters and the attitudes

towards them. It will be discussed to what extbetse heroines test certain values,

% Cf. Rowell, 103f.
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for example with regard to relationships, and wtte consequences of their
respective behaviour are, depending on variousofacsuch as genre, class,
audience and author. Furthermore, each analysismwaiinly be structured along

the following four questions: Firstly, why does arfcular character qualify as a
Fallen or New Woman? Secondly, what are the coresems of her behaviour?
Thirdly, are double standards employed insofahasttale characters involved are
treated differently? Finally, what were the audsacand the playwright’s

attitudes towards the respective play?

4.2. Fallen Women

Quite generally, the term ‘fallen’ could be ascdlde any woman who had been
sexually involved with a man outside the moral &sghl bonds of marriad®.
Throughout the 19 century, the Fallen Woman was a prevalent figumetie
stage”®

According to Sos Eltis, she had three essentiarirations: ‘the seduced maiden,
the wicked seductress, the repentant magdalenis(Htllen Woman 223).
Moreover, it was also possible for a Fallen Womharacter to go through all of
these manifestations in the course of one plagatt broadly be maintained that
her acts were considered to be an aberration ofidh@ and therefore baneful to
society. Consequently, Eltis argues that the pynfianction of these plays was of
a didactic nature:

a warning of the dangers and disgrace that werenthatable wages of
sexual sin. Sex outside the bonds of marriage pesé#ueat to more
wholesome relationships, broke up families, ancegated all manners of
villainy and vice. (EltisFallen Woman224)

Throughout the Victorian era, there existed theearahging concept of a ‘two-
women’ dichotomy, the categorisation of women dheeivirtuous or falled!
which also becomes evident in this excerpt of éodize taken from Henry Arthur

Jones’sThe Case of Rebellious Susan

%9 Cf. Eltis, Fallen Woman223.
0 Cf. Eltis, Fallen Woman222.
"L For a further discussion of the ‘two-women’ diatvmly in literature, see: Watt, 5f.



-34 -

SIR RICHARD: [...]. Women are divided into two classe

LADY SUSAN: Good and bad!

SIR RICHARD: Not at all. Those who have lost thesputation, and
those who have kept it.

(Rebellious Susaril, 142-143)

The same attitude can also be found in the majaityhe other plays to be
discussed. It is interesting to note that quiteewa fworks of fiction at that time
appear to be more modern and revolutionary in thbag they provided a more
profound and reflective examination of the situated Fallen Women than any of

the plays. In the context of literature, George Vdegues that

Dickens, Eliot, Gaskell, Collins, Gissing, Mooredardardy each have, in
at least one major work, questioned the absolute@af the two groups
of women — the pure and the fallen. They proved there was no one
fall, no single disgrace, no automatic placing afegories of purity and
prostitution. (Watt, 7)

Similarly, Alfons Klein points out that any womamat transgressed the moral and
sexual norms of the Angel in the House model intdfian literature was usually
termed ‘fallen woman’ or ‘Magdaler®

In the context of the plays to be analysed, the téallen woman’ cannot simply
be equated with that of ‘prostitute’, even if tr@rher was generally used as a
synonym for the latter by Victorian contemporaries.

It seems that the reasons for the submission toorainbehaviour are very thought
to be very much alike for female representativesboth categories if one
compares the features of some of the plays’ maamacers with William Acton’s
account of the motivations leading to prostitutiajch he considers to be linked

to the vice of women. In his treatise on prostim{’ published at around the same

2 Esiist [...] symptomatisch fiir eine thematischédkkupation der viktorianischen Literatur, daR
die Frauenfigur, die gegen die moralischen und el Normen des religios stilisierten
Leitbildes von der Frau als ,The Angel in the Hdusersto3t, oft aldallen woman(seltener
fallen ange) oderMagdalengekennzeichnet wird' [‘It is symptomatic of theethatic
preoccupation of Victorian literature that the féengharacter who violates the moral and
sexual norms of the religiously stylised modell# tvoman as ‘the angel in the house’, is often
labelledfallen woman(more rarelyfallen ange) or Magdalen, [my translation]] (Klein, 267).

3 Cf. Acton, William. Prostitution Considered in Its Moral, Social, an@rary Aspects in
London and Other Large Cities and Garrison TownshwProposals for the Control and
Prevention of Its Attendant Evil$857. London: Frank Cass, 1972.
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time as Phillips’Lost in London Acton saw the vice of women as occasioned by

the following causes:

Natural desire.

Natural sinfulness.

The preferment of indolent ease to labour.

Vicious inclinations strengthened and ingrainedelyly neglect, or evil
training, bad associates, and an indecent mod&eof |

Necessity, imbued by

The inability to obtain a living by honest meanssequent on a fall from
virtue.

Extreme poverty.

To this black list may be added love of drink, loekdress, love of
amusement, while the fall from virtue may resuther from a woman’s
love being bestowed on an unworthy object, whalfuHis profession of
attachment by deliberately accomplishing her romfrom the woman’s
calling peculiarly exposing her to temptations.

(Acton, 165)

As the analysis of the first two plays in particulgill show, some congruence
between the respective playwrights’ ideas and Astenumeration quoted above

will manifest itself.

4.2.1.Lost in London
— Nelly Armroyd

In accordance with the scheme laid out in the duobory historical outline, Nelly
Armroyd, the main character of Phillips’ melodraiast in Londonwhich was
first performed at the Adelphi in 1867, can be rdgd as a true Fallen Woman.
Her status as immoral woman is even emphasiseldebgenre of melodrama with
its stock characters and clear-cut binaries of vasel virtue’® Therefore,
psychological nuances are of no importance, whielms that a fallen, in this case
seduced, woman is sinful and deserves death asgpeopriate punishment.
According to Elin Diamond, this course of eventswggaecifically a feature of the
1860s. She argues that

" For a detailed discussion of the features of melod, see: Booth, 150-162.
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[iInterestingly, in the 1860s, domestic melodranvehich vied for
popularity with nautical and romantic varietiesteoéd a variation on the
long-suffering heroine: the heroine who dies of fidiamond, 10-11)

In this connection, she particularly draws attemtio the plots of-ost in London
and East Lynne a popular novel written by Mrs Henry Wood and Isited in
1861, which was also performed in a dramatic versithe narrative is about an
upper-class woman who leaves her husband and ehildrorder to elope with her
aristocratic suitof> Later, she returns to the household unrecogniseda a

governess and dies of a broken heart in the’®nd.

Lost in Londonshows many elements that are typical of melodrdmdacording

to Frank Rabhill, the melodrama can be understood as

[a] form of dramatic composition in prose partakiafythe nature of
tragedy, comedy, pantomime, and spectacle, anddatkfor a popular
audience. Primarily concerned with the situatiod g@fot, it calls upon
mimed action extensively and employs a more or fieesl complement
of stock characters, the most important of whighasuffering heroine or
hero, a persecuting villain and a benevolent cortics conventionally
moral and humanitarian in point of view and sentitaand optimistic in
temper. (Rabhill, xiv)

In Phillips’ play, the melodrama with its mixing aenres, stock characters,
musical elements, tableaux and strong emphasiBerrmotional and sensational,
is intermingled with the conventions of the donedtagedy dealing with the
middle- or working-classes and evolving around eoher in this case heroine,

whose fall from morality is presented.

Discontented with her life as wife to the honesttdaworking Job Armroyd, a

miner many years her senior, Nelly, a Lancashisutbg runs counter the idea of

5 Cf. Diamond, 11.

S For a further discussion &ast Lynnesee: Birch.

" For a further discussion of melodrama, see SchroidBrooks. Schmidt argues that the
‘melodramatic’ can be understood as a ‘besondermines Inszenierungsmodus, der visuelle,
akustische und sprachliche Zeichen in eine ematteigernde Organisation raum-zeitlicher
Kategorien stellt, innerhalb derer eine Polarisigruund Intensivierung der von ihnen
angestrebten Effekte erreicht wird’ [‘a particufarm of staging-mode, where visual, acoustic
and verbal signs are organised according to spatidltemporal categories in order to augment
emotions. Among these categories a polarization iatehsification of the desired effects is
achieved’ [my translation]] (Schmidt, 28).
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the Angel in the House by eloping to London witle young and fashionable
mine-owner Gilbert Featherstone. The play centresral the virtual fall of the
heroine, who does not find happiness but repentsiéed immediately. From the
very first page otost in Londonthere is a strong sense that Nelly longs to break
out from the monotony and tedium of her everydés. IAs a consequence, she is
readily talked into escaping with Gilbert Feathenst In a soliloquy, she

maintains that

... i's a dreary life to be a miner’s wife — to sitnights a-listening to the
wind wailing out o’ doors, or rumbling i’ the chirap, or to go a-
wandering i’ the day ow’r the bleak moorland, whafen the birds seem
to shun. [...] And yet a word of mine can chandehas into a life as gay,
as bright, and as full of happiness, as this iamgrand desolatelL¢st, I.i,
207)

Throughout the play, the general notion seems tthaeNelly can never fully be
held responsible for what happens to her. Shensraan and thus more prone to
go astray than men. Weakness is presented asbedcm the very nature of
women. Therefore, Nelly cannot resist temptatioenef she knows that it is
wrong, and, when left alone, she characteriseslias follows: ‘oh! fool! fool!
That | have been to listen to the voice of the teampand oh! accursed vanity of
woman that gave the voice such powetlogt l.ii, 217). Her weakness and
passivity cannot solely be accounted for by heralencharacter traits, but is,
according to Booth, one of the characteristicsasbbs and heroines in melodrama
in general, where the villains, in this case inghape of Gilbert Featherstone, tend
to play the more active roles. It is ‘the villairhav acts while the hero and heroine
react’ (Booth, 160). Moreover, she goes away tohligecity, where vices appear
to be aggravated as, in the words of Job, ‘[ijaldreadful and a dreary place, this
Lunnon, for them as are weak an’ wi’ no hand talguem’ (Lost, 1l.iii, 244-245).
Nevertheless, Nelly constantly senses that whatdsles is fundamentally wrong
from a moral point of view? It could be suggested that her status as an ormahén
the lack of the role model of an angel-like motiveino would set a good example
of the domestic virtues and duties of a wife, @ayne part in this context. Nelly is

8 Cf. ‘Surely, of all bad women | am the wordtost, L.ii, 219).
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also denied any form of happiness after her artivdlondon. She ‘does nothing
but mope’ Lost, IL.i, 230) and feels that she is gradually dyafg broken heart

In the end, Job comes to claim Nelly again simpfty tbhe apparently self-
explanatory grounds that she is his wife. After élepement, he has not lost his
sense of duty and righteousness and has startémbkofor her in London. In
contrast to Nelly, he ‘[has] but one road to tede’, that's th’ straight one’L(ost,
Liii, 225).

The heroine’s honour can not be restored becatmséfeom virtue has permanent
consequences. She is not only ‘lost in London’ geagraphical sense, but also in
a moral one. As she herself states towards theoktiee play, she is ‘lost to [Job]
— to [her]self — to everythingLst 1ll.i, 262). This loss of morality is regarded as
a sin and a state even more grievous than d&&enitence seems to be of no use
and any form of atonement impossible, not evenr afth has forgiven her.
Consequently, death is what really befalls her lpgore the curtain drops. In this
final scene, she appears to be almost transfiganedJob’s last words insinuate
that Nelly shall be delivered in heaven, whichhie itmost concern: ‘Though lost
in London (e indicates by a gesture the city now bright witonbeams | shall
foind her theer.He points upwards with a bright, hopeful lopKLost 111.i, 269).
That this moral message was positively receivedhieycontemporary audience,
can be deduced from Alfrida Lee’s comment that ¢cess for the play was
expected® It ran for 48 nights and was also positively reediat its performance
in Philadelphia in 1868> The American author and critic William Winter,
however, had quite a low opinion of the meritsha play as he found the inherent

portrayal of vice insupportable even if it servedaadeterrent for the audierite.

O Cf. Lost ILi, 237.

80 Cf. TIDDY (with an outburst of grigf She’s gone, Job! She’s gone!

JOB (staggers back as from a blow and drops the lamglwhe has been holdihg\ot dead!
She’s not dead?

TIDDY. Worse nor that! — far worse — she be gone-wii’ —

[...]

Wi’ Mester Gilbert! She be gone wi’ Mester Featheng!

(Lost, Liii, 224)

8L Cf. <http://www.emrich.edu/public/english/adelptalender/hst1866.htm> [26 November 2006]

8 Beasley, 57.

8 'Winter’s review of the play is an essay settingli his opinion that the representation of vice,
even for the purpose of teaching virtue by showiag ugly vice actually is, cannot be tolerated
by responsible members of the community. He felt there is no place on the stage for
‘sickening details of weakness and sin,” and heledheartedly condemned this particular piece
for representing evil by unsuitable means, in wrpagspective, and in violation of the principles
of good taste’ (McGraw, 116-117).
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Considering the reception of the playpst in Londonshould nowadays be
appreciated as a social document of the Victortarraher than for its quality as a

dramatic work.

4.2.2.The Dancing Girl

— Drusilla Ives

The Dancing Girl written by Henry Arthur Jones and first performat the
Haymarket in January 1891, also deals with the aval&s of a young and
beautiful woman to break free from her assigned Esten though its heroine,
Drusilla, can be categorized as a Fallen Woman dgfers from Nelly Armroyd

in many points. The main difference between themtbalo with the fact that the
latter is repentant whereas the former is not. pllag is about the daughter of a
Quaker, Drusilla, who has been brought up in aagél on a Cornish island and
begins to lead a double life as a dancer, a dulpoefession, calling herself Diana
Valrose in London, while her father believes heb&employed as a governess.
Like Nelly, she also has an admirer who is at #maes time her father’s landlord,
the Duke of Guisebury. Being rather careless inn@ss matters, though, the Duke
loses all his money. He asks Drusilla to marry land to live moderately and
quietly, but she refuses on the grounds that ljt}e cheaply in a little continental
town — [...] it would be purgatory! [She] must haveef] London, [her] Paris,
[her] theatre, [her] dancing, [her] public to warskher] (Dancing Girl, II, 328).
Following this assertion, Guisebury forms the glaicommit suicide after one last
reception at which Drusilla should dance. Havingnid out about his daughter’s
impious doings, her father interrupts the feast aondhes to fetch her while
showering her with curses and denouncements becduss lack of repentance.
Nonetheless, Drusilla remains determined. ConttaryNelly, her reasons for
turning her back on her former restrictive life gist, as she tells her father that
‘[his] mean, narrow life stifled [her], crushed [fie[She] couldn’t breathe in it!
[She] wanted a larger, freer, wider life — [She]swaerishing for want of it’
(Dancing Girl, 1ll, 344). Her wish for self-fulfilment is evertreng enough to

break with her family and to set out completelyh@m own without any regrets. It
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is also interesting to note that Drusilla — likellje- has grown up without a
mother who could have set her an example of maradiact.

In the further course of the play, it is reportédtt‘the dancing girl’ went on to
earn her living as a public dancer in New Orleavisere she dies unrepentant to
the very last. Arguably, this very fact turns Dtlasinto a worse kind of Fallen
Woman than Nelly as, according to Penny Griffirg tbrmer

is not led astray. She chooses her path in liféinglly, without shame or
remorse. [...] Drusilla, in her heartless flippantywas evil — a moral
emblem shown to the audience. (Griffin, 32)

Worse still, she not only does harm to her own titgrebut also attempts to lure
others from the path of virtue and godliness. Oa dme hand, she is at least
partially responsible for Guisebury’s failing tdeatd to his village’s needs and his
spending all his money on pleasure. On the othed,hshe tries to find an ally in
John Christianson, an upright Puritan and formeotee of hers, and to make him
act against his convictions by lying and not teglilmer father about her
whereabout&? In this respect, she almost appears to equall@dlifigure, an Eve
or Salomé.

Besides, her punishment through death in the ead,then generally considered
to be justified by the Victorian audienc&sA huge succesdhe Dancing Girlran
for 310 nights and was performed in New York in saene year. It was received
approvingly by the audience as well as the reviswand among those
congratulating the playwright on his achievemenswacidentally, also Herbert

Spencer. Concerning the reviews, Doris Arthur Jguésts out that

[tlhe notices, with one or two exceptions, wera@xiely favourable. The
Sunday Reviewaid, “A great play comes only about once in aegation;
but Mr. H.A. Jones has nearly written oneTine Dancing Girl’ though
the writer added: “A feebler fourth act has rarelsted the patience of the
audience.” (Joneg.fe and Letters114)

The question whether Drusilla had been repentaiardder death or not is most

pressing for her father when he meets the nun veldonlursed his daughter in her

8 Cf. Jackson, 10.
8 Cf. ‘Victorian audiences applauded the awardintheffine young to the roué, and complacently
accepted as poetic justice the death of the damgiidCordell, 86).
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last hour€® Learning that she did not, he is at first unablepeak but according
to the stage directions ‘utters a great cry of @ad sinks onto rock, overcome’
(Dancing Girl, 1V, 351).

Not only do Drusilla’s and Nelly’'s fates correspobdt also those of their suitors.
Subliminally, class issues seem to be of some aele here as well. While the
two female characters come from a respectable buoetheless working-class
background, both male protagonists are sociallwalibem. Moreover, both are
penitent and are given the opportunity to leadtéebéfe in the future. Guisebury
is saved from suicide by the virtuous Sybil Crakel decomes a respected man
after all.

Generally, it can be observed that the moral statsdapplied to men and women
at that time were not the same. This does not looll¢ true forLost in Londorand
The Dancing Girl but will later also be of significance in the ethplays to be
discussed. With regard to Henry Arthur Jones,ensethat he is, on the one hand,
aware of those double standards, but, on the dihed, does not raise any
guestions concerning their justness. This view I® a&expressed by Richard

Cordell, who states that

Jones was frank in expressing his conviction thasirmle standard
morality is impossible. He was a realist and covestére in as much as he
believed man lived most comfortably by observingtaia social laws
arrived at through cumulative racial experiencel arodifiable only with
the slow passing of time. ‘His invariable answerthie social innovator
was the byword of the modern pragmatist — “It wontirk!” (Cordell,
87)

It could be interpreted as a gradual change inatlndiences’ perception of the
status of women that when the play ran again indbonin 1909, eighteen years

after its first performance, at His Majesty’s, iasvnot very successftil.

8 Cf. Dancing Girl, 1V, 350.
87 Cf. JoneslLife and Letters114.
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4.3. The Transition from the Fallen to the New Woman

In a number of plays at issue, the female protagsmiannot easily be classified as
either Fallen or New Women, neither do they simgoynform to the ideal of the
Angel in the House, but are rather hybrids of lateé categories. In some cases,
these main characters, who generally meet the tefrtige traditionalist notion of
how a woman should act and be like in the end,dstamt against female
supporting roles, who present caricatures of Newné&fo.

4.3.1.The Case of Rebellious Susan
—Susan Harabin and Elaine Shrimpton

In 1894, another play by Henry Arthur Jon€ke Case of Rebellious Susaras

first performed at the Criterion Theatre in Londétere, the situation of a woman
who departs from the virtuous path does not appesableak as in the plays
discussed above. Nevertheless, as will become myitlee maintenance of her
good reputation and the adherence to the ideah®fAngel in the House still

proves to be more important than her strife fof-selisation.

The plot evolves around the young Lady Susan Hayahiho is initially

determined to leave her repeatedly adulterous masbBames. At first, she just
spends a holiday in Egypt, where she falls in it Lucien Edensor. After they
coincidentally meet again in London, they form fan to elope to the continent.
Throughout the play, the possibility of an affagtlween them is only hinted at, but
never openly proclaime®. Through the persuasion of her uncle Sir RichartbKa

who acts as aaisonneur® though, she is talked into staying with her husbin

8 < Jones goes on to great lengths to veil Susan'srexcin Cairo to keep her chastity a possibility,

and he sets Sir Richard on her with a vengeandesép her reputation (if not her chastity)
intact’(Fan, 42).

8 Jackson on the role of thaisonneur ‘They speak frequently for the modification ofei
standards of conduct in the light of the practipatsibilities of life, and they advocate the
accommodation of the desire for personal fulfilmémtthe limitations imposed by society’
(Jackson, 14).

For a more detailed discussion of the role ofrtisonneurin Jones’s plays, see: Ruscher, 53-
74.
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the end. James Harabin, on his part, is willingtake her back despite her
unwillingness to tell him anything about what hapge in Cairo. Both swear to
remain faithful in the future, and social convensare restored. However, by way
of the ambiguity with regard to the nature of hadationship with Edensor and the
fact that she returns to her husband, ‘RebelliousaB’ neither qualifies as a

Fallen nor as a New Woman.

A New Woman is nonetheless present in the playhm ¢haracter of Elaine
Shrimpton, who, according to Jackson, ‘has featdassiliar in anti-feminist
humour of the period: she is severe, arrogant, mhnmrgumentative and
graceless’ (Jackson, 17). She takes part in theemtsTmovement as the organiser
of ‘The Clapham Boadicean Society for the Incutmatiof the New Morality
among the Women of Clapham’. The name of this $pciself seems ironical.
Moreover, Griffin points out that in the subplotatiag with Elaine ‘Jones tilts at a
favourite target, a ‘New Woman’, using her marriagea counterpoint to Lady
Susan’s’ (Griffin, 36). When Elaine is introducedthe first act of the play, she
mainly seems to parrot things she might have piclgeth feminist literature in her
speech’? Elaine marries despite the warning of Sir Rich&et, guardian, and his
advice to first learn at least basic house-keepkills, as he believes Elaine to be
‘a rather ignorant, impulsive girl, with a smatteyiof pseudoscientific knowledge,
chiefly picked up from unwholesome feminine novéRebellious Susan, 122).
As the beginning of the second act suggests, heriaga does not turn out
particularly well. Ten months have passed, and am& her husband already
temporarily live in separate apartments due tosagieement about a mere trifle
that is later solved by Sir RichattiMoreover, in the final act, a dialogue between
Elaine and her guardian seems to be representafithke common Victorian
perception of the New Woman movement as a phenom#at is not only to be
ridiculed, but also to be rebuked as it runs agamasure. Elaine, who holds the
opinion that society should be changed and theerdiffces between the sexes

redressed so that women get an opportunity tosee#iemselves, is cut short by

% Cf. ‘ELAINE: (very decidedly): At the same time \ieel that we have duties and responsibilities

that we shall allow no worm-eaten conventionalitidssociety to interfere with’Rebellious
Susanl, 121).
‘ELAINE: Why should we dwarf and stunt ourselveggigally, morally, intellectually, for the
sake of propping up a society that is decrepit mmadibund to its core?’Rebellious Susar,
122).

91 Cf. Rebellious Susarl, 125.



-44 -

Sir Richard, who apparently represents the voiceason and tries to redirect her
aspirations to become an Angel in the House rdltaar a social reformer:

ELAINE: [...] There is an immense future for Woman —

SIR RICHARD: {nterrupting At her own fireside. There is an immense
future for women as wives and mothers, and a viemtdd future for
them in any other capacity. While you ladies withpassions — or with
distorted and defeated passions — are raving amdpgting all over the
country, that wise, grim, old grandmother of us &lame Nature, is
simply laughing up her sleeve and snapping herefin@t you and your
new epochs and movements. Go home! Be sure th&iatte Nature will
choose her own darlings to carry on her schemesh@woe! Go home!
Nature’s darling woman is a stay-at-home womanpman who wants to
be a good wife and a good mother, and cares wgyflor anything else.
(Rebellious Susarll, 153-154)

According to Russell Jackson, this sermon-like speavhich focuses on the
perpetuation of the race rather than on what ig@eble behaviour in society, is
quite similar in tone to the arguments a numbercaifservatives put forward
against the women’s movement in the 1890s and eacbounted for by Jones’s
interest in social and biological evolutidhSir Richard’s speech, however, has no
effect on Elaine. She is determined to follow hawals and even willing to face
imprisonment and to defend herself in caifftherefore, despite the fact that she
is mocked, Elaine also represents a potential neer&te is unwilling to carry out
the traditional duties expected of women, insulehrand is actively involved in
revolutionising society? As Ada Mei Fan notes, ‘[i]t is an attitude thaadls not
only to the destruction of the home and family perthaps to the destruction, or at

least disruption, of the entire nation’ (Fan, 35).

In some passages, not only the New Woman movemnmehite disadvantageous
influences on women'’s behaviour is ridiculed antatsed, but the idea of female
education altogether. An example can be given imiéal Darby’s comments on
the downhearted Harabin, who has been on his owsefeeral months as his wife

has left for Cairo:

ADMIRAL: (pointing toHARABIN as to a martyy There! There you see
the result of all this tomfoolery of women’s highetucation! There you

92 Cf. Jackson, 17.
9 Cf. Rebellious Susarll, 154-155.
9 Cf. Fan, 35.
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see what happens when a woman takes the bit imtanbeth. A man’s
peace and happiness utterly ruindReljellious Susartl, 136)

Moreover, the Admiral's observations about Lady&us behaviour do not only
concern the situation of the married couple, bsb @eem to be a reflection of the
general evils of this new development with regardemale independené@This
notion corresponds with the Victorian idea that tmily serves as a microcosm
of society as a whole and that disruptions in trener have consequences for the
stability of the latter, as argued in the introdugtpages.

Despite the conventionality that is especially edichrough the character of Sir
Richard, Cordell argues thdihe Case of Rebellious Susenone of the most
provocative Victorian dramatic works. He sees ehoaigdence for Lady Susan’s
act of infidelity between the lines and in Jondsigword to the printed edition of
the play, written in a form of a letter, in whichet playwright states that ‘if you
must have a moral in my comedy, suppose it to i-ththat as women cannot
retaliate openly, they may retaliate secretly — lggid Rebellious Susari07).
Cordell, therefore, points out that ‘[tjo have alukieress happily reunited with her
husband at the curtain-fall is without precedetiteziin Jones’s plays or those of
his contemporaries’ (Cordell, 216). Correspondindgan Chothia argues that the
implication of Jones’s play is that sinfulness hather to do with being found out
than with actually doing anything improp&r.

In order that the play could be staged in timesefsorship, certain concessions
had to be made not only through the use of amlyigantd Kato’s strong voice of
reason, but also through Susan’s realisation tleatgnior behaviour was not
warrantablée”’

Moreover, any form of retaliation seems futile lais final conversation shows:

LADY DARBY: Why didn’t you forgive him at first, S&, and save us all
this trouble?

LADY SUSAN: (Sighs) | wonder why | didn't.

LADY DARBY: You see, dear, we poor women cannotliate.

LADY SUSAN: | see.

LADY DARBY: We must be patient.

% Cf. '"ADMIRAL: [...] A woman has no right to shakeetfoundations of society in this way’
(Rebellious Susaril, 137).

% Cf. ChothiaNew Drama 36.

%7 Cf. Cordell, 216f.
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INEZ: And forgive the wretches till they learn cteascy.

LADY SUSAN: | see.

LADY DARBY: And dear, yours is a respectable averagse after all.
LADY SUSAN: Yes, a respectable case after all.

(Rebellious Susarill, 160-61)

As the above passage indicates, Lady Susan is doshelvanged in the end. At
the beginning she is portrayed as a rather seffrohéted and self-confident
woman, who has been convinced not to be ‘an objegity’ (Rebellious Susan,
109) and ‘to pay [her husband] back in his own cORebellious Susar, 109).
She appears to be quite sharp-witted and unwiltmgimply employ a bit of
nagging, and it initially seems unlikely that sh#l Vet her husband get away with

his unfaithfulness.

Her passionate attitude has made way for a kinghs$iveness in the final act, and
one cannot help but wonder if Jones’s PS to hifapeeof the printed play — ‘[m]y
comedy isn’t a comedy at all. It's a tragedy drdsae comedy’Rebellious Susan
107) — is not meant to point out that the endinghef play does not necessarily
illustrate his own attitude towards its subject teatin some passages, Jones
seems to criticise society, where cases like tleeainRebellious Susan’ appear to
be the norm and are accepted without questiofiivghen Lady Darby suggests
that these instances should generally be looked ave hushed up, Inez, replies
that ‘[i]t is the advice that everybody always @ve such cases, so | suppose it
must be right’ Rebellious Susan, 109). Heinz Peter Forsthuber argues that even
though Susan makes an attempt to become more gratettiat the beginning, she
does not turn into an Ibseni&tora. In the end, traditional ideals and conformity

prevails®®

If there is a morale to the play, it seems to la, tfor a woman, there is simply no

way she can revenge her husband’s infidelity if dbes not want to lose her

% Cf. ‘LADY DARBY: Oh no, my dear! Some cases areamworse than others; and when you
come to my age you'll be thankful that yours is worse than a respectable average case’
(Rebellious Susan, 110).

In this connection, the clearly ironical use ofsjpectable’ in association with the discussion of
matrimonial unfaithfulness could be interpretecadsrther instance of Jones’s critical attitude
towards society’s understanding of morality.

9 Cf. Forsthuber, 229
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standing in societ}?® Women do not have any option except accepting and
forgiving their spouses and, quite ironically, tmagnanimousness is construed as
their true virtue, giving evidence to the fact thley are all ‘noble creatures’
(Rebellious Susan, 117), and making Admiral Darby exclaim, ‘[ajwhat angels
women are!’” Rebellious Susanl, 118). The theoretical consequences of an
extramarital affair for a woman of Lady Susan’skiamelonging to the upper class,
would be to become ‘déclassé’. An idea of whatligous consequences of a loss
of reputation and caste were to Jones can be fouadother one of his play$he
Liars. Here, the character of Sir Christopher Deeringisonneuras well, comes
up with a list of particular instances, when he tmsleal with a situation quite
similar to that of Susan, involving a married wonvaimo plans to elope with her

admirer:

[...], think of the brave pioneers who have gondéof® you in this
enterprise. They've all perished, and their bondsitem the anti-
matrimonial shore. Think of them! Charley Gray dmady Rideout —
flitting shabbily about the Continent at cheap ¢atih6tes and gambling
clubs, rubbing shoulders with all the blackguamdd demi-mondaines of
Europe. Poor old Fitz and his beauty — moping dawRarnhurst, cut by
the country, with no single occupation except tg aad rag each other to
pieces from morning to night. Billy Dover and Poflychison — cut in for
fresh partners in three weeks. That old idiot, Binham Dancer — paid
five thousand pounds damages for being saddled théhprofessional
strong man’s wife. George Nuneham and Mrs Sandfs.}-she drank
herself to death and died in a hospitalats, IV, 215)

In The Case of Rebellious Sus#mato cautions the heroine, ‘[o]ne false step and
you're lost’ (Rebellious Susanl, 144), a word of warning that does not seem
exaggerated when recollecting Nelly Armroyd’s andudila Ives’ fates.
Moreover, Susan’s uncle does not grant his nieceohva free will. He declares
himself the guardian of her morality and does nlowaher to live independently
without a man to watch over her good reputatiore &hly has the option to either
go back to her husband or live with Sir RichardisTIn turn, is only one of the

many instances of manifest double standards betmesnand women in the play.

That different rules of proper conduct apply to nam women is quite evident

throughout the play. As Sir Richard once putg[it,] what is sauce for the goose

100 cf, Fan, 33f.
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will never be sauce for the gandeRgbellious Susarn, 112). James Harabin’s
affairs are freely discussed, whereas only a hiahandiscretion on Lady Susan’s
side is met with harsh criticism of her conducte Sterself seems to know that
women who do not want to lose their respectabiéynot do anything except
threaten to match their adulterous husbafitis.

From a psychological point of view, it is inter@sfito note that Susan tends to
think that some shortcoming on her part is the axaiion for Harabin's
behaviour. When Kato wants Susan’s husband to jgstea single reason for his

demeanour, Lady Susan prompts,

[i]s my company unpleasant? Is my temper bad? ldaeind me flirting
with anybody? Have | given him his dinners badlpled? He must be
surely able to give some shadow of a readRabéllious Susar, 115)

Cordell considers the application of double stadslaroncerning the morality of
men and women a general feature of Jones’s playsienthe frank immorality or
insinuated indiscretions of men are not considasedhecks to a happy marriage’
(Cordell, 91).

Arguably, due to the vagueness surrounding LadyaiBssrelationship with
Edensor, the reactions to the play were mixed. ahtor-manager Charles
Wyndham, for example, who not only produced the/ phbaut also cast himself in
the role of Sir Richard, obviously had difficultiesth the general moral message
The Case of Rebellious Susaas likely to convey to its audience. In a letier

Jones he wrote:

| stand as bewildered today as ever at finding @haa, a clean-living,
clear-minded man, hoping to extract laughter framaadience on the
score of a woman’s impurity .... | am equally astoeshdat a long-
experienced dramatic author believing that he mdluce married men to
bring their wives to the theatre to learn the lest#uat their wives can
descend to such nastiness, as giving themselvdsrupne evening of
adulterous pleasure and then return safely to thesband’'s arms,
provided they are clever enough, low enough, astiatiest enough to
avoid being found out. (Wyndham, quoted in Griff3T)).

101 cf. Rebellious Susaril, 132.
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After the play's premiere, the critics were alsocoamvinced. Nevertheless, it
turned out to become a huge success with audiéffces.

4.3.2. Penelope
— Penelope O’Farrell and Ada Fergusson

Penelope, the eponymous heroine of William Somevkaigham'’s play, written
in 1908 and first performed at the Comedy Theatrieondon in 1909, is a married
woman as well. Her husband is Dickie O’Farrell, actdr. With regard to this
particular profession, it can be said that meduirattitioners played an important
role in mediating ideals of gender dissimilarity. the late 19 and early 26
centuries, their female clientele consisted predamiy of middle-class

women'® Lewis points out that

[iln a period when a rigid separation of spheresvailed between men
and women, the physician’s approach to female sBnexemplified the
strong influence of theories of sexual differencel @ahe nature of their
implications for the position of women in sociefy.ewis, Women in

England 85)

Moreover, the doctor occupied an interesting pasitn a female patient’s life. He
was not only of great significance in a middle-slasusehold, but was also one of
the very few men, belonging to the same class, wilom the married woman
dealt with directly**

Like Susan and James Harabin, the O’Farrells haes Imarried for a couple of
years and, as was the case in all the other ptafar stheir marriage has remained
childless. It is also interesting to note that wameith children automatically
seem to have been considered as more virtuous. iDsthg was not only a loving
wife but also a caring mother, a woman could bepbect embodiment of the

prevalent domestic ideal or, as Poovey puts it, ei@s1‘most important work was

102 cf, Griffin, 37f.
193 For a further discussion, see: Lewiépmen in EnglandBaff.
104 Cf. Lewis,Women in England6.
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increasingly represented as the emotional laborvated (and guaranteed) by
maternal instinct’ (Poovey, 10).

Furthermore, the opening sceneR&nelopecan be compared to that ©he Case
of Rebellious Susaras the heroine also assembles her friends aatived in
order to tell them about the actions she has cersidto take in consequence of
her husband’s infidelity. From the very beginniiRgnelope is perceived as a
caring and hospitable woman. Even though she isphgsically present, she
makes sure that all her guests’ particular wishes\ell attended to.

The measures Penelope has in mind, though, sedme farther-reaching than
those of Susan because the former does not singuty @ pay her husband back
in his own coin by ‘going to find a little romancand introduce it into [their]
married life’ RebelliousSusan, |, 124). Quite on the contrary, Penelopee'$n't]
want to get [her husband] back by exciting hisgaay. [She doesn’t] want his
love if [she] can only have it by making him thiokher men are in love with
[her]’ (Penelopell, 42), but initially wishes for a divorce. Ihis context, it should
be borne in mind that fourteen years lie betweenfitist performances of the two
plays and that the public opinion concerning mageiat that time was gradually
changing. Moreover, a situation like this — a wfang betrayed by her husband -
is not generally perceived as ‘a respectable aeecage’ Rebellious Susan,
110) any longer. A spouse’s unfaithfulness is moipsy due to the very nature of
men. Instead, the husband’s conduct is regardetbtestable and offensive. Mrs
Golightly, Penelope’s mother, for example, stateat t'Dickie’s behaviour is
abominable, and there are no excuses for him.altimere matter of common
morality’ (Penelope I, 20). Even Dr O’Farrell himself grants that ooé the
possible consequences of O’Farrell’'s adulterouselr ought to be Penelope’s
wish for a divorcé®

Nevertheless, divorce was still far from being abigiacceptable, which is also
indicated by Davenport Barlow, Penelope’s unclegmvhe says that ‘[flamily life
in England is going to the dogs. That is the lond short of it’ Penelopel, 18).
Besides, the case of Penelope is different becauge affirms to love her
husband®, whereas Susan never mentions anything in thettitin. Moreover, as

will also be discussed in more detail below, theaidof the Angel in the House

195 ¢f. Penelopell, 72.
198 ‘PENELOPE: [...] | simply dote upon Dickie. I'veemer loved any one else, and | never shall’
(Penelopel, 15).
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does not seem to ensure a happy and stable maraiagdonger. Penelope
describes herself as having ‘been a perfect ange' has ‘simply worshipped the
ground [her husband] has walked oiefelope I, 20). Nonetheless, Dickie
cheats on his wife with her alleged friend Ada kespn, while Susan’s husband
had affairs with various unspecified women. In ttogitext, it is also interesting to
point out that quite a similar plot can be foungmother of Maugham’s play§he
Constant Wife written in 1926, almost 20 years afttenelope®’ Here, the
husband of Constance, the main character, is aquuysvho has an affair with a
married woman as well, but apart from these simti¢arthe heroine’s situation has
rather changed. Even though she regains her husbaffieictions, she decides to
go on a journey with a former suitor and, consetlyeithooses to have her own
affair instead of troubling to restore her husbargpirit of romance’ (Barnes, 76).
Ronald Barnes further points out that Maugham’'syglan general, reflect the
public’s changing attitude towards marridg.

In contrast to the situation ihhe Constant Wifegaining her husband’s affections
is still the main goal for Penelope after a conaom with Mr Golightly, her
father, who opposes a divorce. As already indicatetlis surnamée?® he advises
his daughter go lightly over the whole business tnttifle with the matter. His
role is comparable to that of th@sonneurSir Richard. Similarly, Anthony Curtis
argues, ‘Golightly is our mentor, our reasoner, Maugham mask who knows
how to cope with everything under the sun’ (Curaftern 70). When his wife
talks of Dr O’Farrell’s abominable behaviour, hspends with the words: ‘My
dear, | have no objection to you talking common atity if you'll let me talk
common sense’Renelope I, 20). It seems that common sense and common
morality with regard to disturbances within a mage do not correspond in the
same way as ifheCase of Rebellious Susamut are by now regarded as different
entities.

Penelope, then, is quickly persuaded to try to Ritkie back, but this appears not
so much based on the maintenance of social acciptdiut on the heroine’s
persistent love for her husband. As soon as hberfauggests a scheme to make

97 cf, Barnes, 175-177.

198 For a further discussion, see chapter IV ‘Mauglsaimage of Society as Reflected in the
Marriage Contract’ in Barnes, 64ff.

199 Cf. Curtis Pattern 70.
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her husband come back, she is more than willindot@nything in her power to
ensure a successful outcom&This plan requires self-control at any time, never
to show or tell her husband of the extent of hgelas not to stifle him with her
feelings. Mr Golightly advises his daughter thag &hust never let [her]self out of
hand; [she] must keep guard on [her] tongue and fwes and [her] smiles — and
[her] temper Penelope I, 23). These seem to be the new virttfésyhich,
admittedly, are found to be immoral by both Mrs iGlally and Penelope at
first.? In this case, this means that morality as a priotive in a woman'’s life
has lost some ground.

Moreover, the consequences of the disturbancesianCQ'Farrells’ relationship
have less to do with keeping up appearances to cdiside world and
demonstrating a harmonious family life to socidiyf rather with maintaining a
facade within the marriage itself. Initially, Peoypé appears to be worried about
the outcome of such a strategy. Responding todtbeff's proposition, she wants
to know, ‘if I acquire so many virtues | shan’t @@voman, but a monster, and how
can he love me then?Pénelopel, 25). Nonetheless, she follows Mr Golightly’s
recommendations and even encourages her husbandaibAda. Penelope does
so in the hope that her rival would by and by adwgt own previous pattern of
behaviour by doting too much on Dickie. Furthermditee heroine keeps up a
cheerful face along the way, but as soon as sbetisf the lovers’ hearing range,
it becomes evident that she is in fact miseraldea aonversation with her father
indicates:

You don’t know what I've suffered this month withsaniling face. I've
laughed while my heart ached. [...] | haven’'t everedao cry by myself
in case Ada Fergusson should see that my eyesregrand tell Dickie.
He’s seen her every day, every single day for &isé inonth, and all the
time I've been cheerful and pleasant and amusiPgnélopell, 43)

In order to console herself, on the one hand, angay back her husband’s
unfaithfulness, on the other hand, she resortsomsumerisnt the soothing

qualities of which were already hinted afline Case of Rebellious Susan

10 cf. Penelopel, 23f.

11t Penelopel, 25.

12 cf. Penelopel, 24.

113 ‘PENELOPE: [...] whenever he goes out for the daljave to console myself by buying
something. | generally choose something rather ¢Panelopell, 44);
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Nonetheless, her father's scheme succeeds in tHe Her, at times, almost
unbearable self-control finally comes off and iwaeded by her husband’s return

in the same way as her forebear, Homer’s Penelops"*

Penelopeis also more daring and outspoken tiide Case of Rebellious Susan
when it comes to women having an affair. Ada Fesgns Penelope’s antagonist,
is a married woman whose husband is in the navystattbned in Malta. She is
aware of her assets and displays them without angeprable sign of remorse or
guilty conscience. She is ‘a womanly woman. Andt’shavhy men like [her]’
(Penelope Il, 64). Despite the fact that she starts a diaisvith Dickie, which
would qualify her as a Fallen Woman, she does eeinsto be that different from
the virtuous Penelope. Beneath her flirtatiousnglss,appears to have a tendency
to cling to men as well, which already becomes evidshortly after her first
appearance, when she asks Penelope’s husband,

D’you mean to say your wife asks you where youerb and where
you're going. How like a womanlrfnocently] By the way, what are you
doing this eveningenelopel, 33)

Generally, there is a tendency in the play to luatipwomen together. Each
woman seems to exhibit the same kind of behaviebich can only be kept at
bay with great efforts of self-control, as exertsdPenelope. In one passage, for
instance, Dr O’Farrell summarises female demearaiwhich his wife seems to

be the only exception, as follows:

Yes, | suppose all women do that — except Pen.neger bothers. She
never asks you if you love her. She never keepsyn you want to get
away. She never insists on knowing all your movasieind when you

leave her she never asks that fatal, fiendish opresat what time you

will be back? Penelopell, 68)

‘PENELOPE: I'll do nothing. I'll hold my tongue;lllsmile, I'll make jokes, but...
GOLIGHTLY: Yes?

PENELOPE: | want some hats badly. I'll just go aimdy up Francoise and tell her
to send me all she’s got in the shopetfelopell, 45);

‘PENELOPE: Yes, you see, I've been consoling myiragiheart by replenishing my wardrobe’
(Penelopell, 73).

114 Curtis,Pattern 71.
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Before these seemingly universal female charactgtst materialize in Ada,

though, Dickie invents a patient, Mrs Mack, who riseaome resemblance to
Worthing’s invented friend, Bunbury in Wilde’§he Importance of Being
Earnesf'™® in order to be able to see her more often. As samrPenelope’s
manoeuvres to win him back start to come off, isuggested that Ada is best
disposed of by inducing uncle Davenport to focus &ftention on her. Mrs
Fergusson, in turn, appears to be less governed ligeling of shame or
repentance, as was the case with Nelly Armroyd) thaa sense of hurt prid&

In the end, she even considers travelling to Maitaorder to stay with her
husband. The peccadillo with the married Dickie ddo®t seem to have any
consequences for her and she is ostensibly aldertiinue her life without being
cast off as a Fallen Woman. Her reputation is aggr unharmed, which would
have been impracticable half a century before. Nbekess, she is not a New
Woman either as she, in her own description, asrtardy woman’ relies on the

attention of men and does not strive to be indepenhof them.

Double standards appear to reach a climax in tlig as Penelope holds only
herself and the slightly exaggerated way of showheg affection towards her
husband responsible for his infideli}/. Moreover, as soon as Dickie learns that
his wife has known about his affair all along, Irstfstarts to calher behaviour
‘disgraceful’, ‘scandalous’, ‘devoid of any sensé decency’, ‘monstrous’,
‘callous’, ‘cold-blooded’, ‘cynical’ Penelope Il, 72), ‘wicked’ and ‘cruel
(Penelopell, 74). Consequently, it is nolxewho wants a separation and who acts

as the upholder of traditional values by claiming:

I've got a moral sense, and | tell you that I'm plynoutraged. You're
overthrowing the foundations of society. Whatevee Idone, I've got
more respect for the sanctity of the home and deeicies of family life
than all of you put togetheénelopell, 76)

Therefore, it seems that Maugham to a large estdhadheres to traditional ideas

about relationships between men and women. In faetauthor himself initially

Y5 Cf. Fan, 327.

18 MRS. FERGUSSON: Oh, what a humiliation! I've bgest a convenience because [Penelope]
had other fish to fry. How sordid it makes the whtling! And | was yearning for romance. |
would never have looked at you if | hadn’t thoughé doted on youRenelopelll, 99).

17 PENELOPE: [...] | find I've been entirely mistakeabout Dickie. He’s not to blame in any
way’ (Penelopel, 26).



-55 -

planned to name the pld§an and Wifé"? In this connection, Ted Morgan argues
that

Maugham was writing in the context of English cilaw, which until

1923 accepted a wife’'s adultery as a ground foorde, but required
additional proof of desertion or cruelty in the easf the husband’s
adultery. He endorsed the Edwardian assumptionahabman with an
unfaithful husband should use her wits rather thetaliate. (Morgan,
155)

Nevertheless, the play undoubtedly shows that tharg different for women after
the turn of the century, an opinion also sharedMy Golightly, as he once
explains to Dickie, ‘My dear fellow, we're in thevéntieth century’ Penelopell,
75). Divorce is not absolutely out of the questamymore. In order to keep their
husbands, though, women now have to resort tordiffemeasures. It is not
sufficient to act like Angels in the House any lengo attend to all the spouses’
needs and to love them unreservedly. On the ond, ltlis is undoubtedly a step
forward in female emancipation, as a woman becanae and more independent
from the domestic sphere and, consequently, fromhusband, too. She can
engage in various societies, as Mrs Golightly dd&and ceases to centre all her
attention on her partner. In the words of Penelgpe, ‘no longer feel[s] that the
world is coming to an end when [he] go[es] outh# toom’ Penelopelll, 104).
Moreover, women are encouraged to put on maskst@araimost behave like
actresses in their domestic spheres. This notion lw&a considered to be an
advancement from the Victorian concept of womanheddch looked upon
women as possessing a steady personality witthallahgel-like virtues already
described. As Kerry Powell points out in an analysf actresses in the Victorian

age,

[tlhe idea of woman’s free and flexible selfhood ][.contradicted
Victorian thought about the self in general and \&aia self in particular.
Indeed, performance by its very nature endangdred/ictorian belief in
a stable identity [...]. (PowelVictorian Theatre23)

18 Cf. Morgan, 147.

M9 “GOLIGHTLY: [Mrs Golightly] has had an affair witthe Additional Curates’ Society, and an
intrigue with the English Church Mission. She hiirsefd with Christian Science, made eyes at
Homoeopathy, and her relations with vegetarianismehleft a distinct mark on her figure’
(Penelopelll, 83).
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On the other hand, this performing of roles at hamenly advocated when it
helps to secure the fidelity of the husband. Tleesfthe steps taken by Penelope
seem to convey that women ought to play roles emtistin order to please and
keep their husbands and that the likelihood of gplianarriage increases if men
are not sure of their wives’ affections at any tifffen the same way as women in
general are portrayed as having an innate urggpress their affections, men are
depicted as being polygamous by nature. The regmbiysto prevent a husband’s
philandering, however, lies entirely in a wife’snigis. She simply has to suppress
her real self and to pretend ceaselessly, whi@isis the advice Penelope gets to
hear from her father in the final act:

PENELOPE: Do you mean to say I'm to expect Dickidave flirtations
with half a dozen different women?

GOLIGHTLY: I only see one way to avoid it.

PENELOPE: And what is that?

GOLIGHTLY: Be half a dozen different women yourself
PENELOPE: It sounds dreadful exhausting.

[...] It was so easy for me to love, honour and oltey, and so
delightful. It never struck me that | ought to keegtch over my feelings.
(Penelopelll, 81-82)

From the early 22 century’s vantage point of view, it certainly rémsto be
guestioned whether this form of female emancipataanpresented by Maugham

in his play, is a progress indeed. Fan notes oeitldeng that

[i]n putting the wife always on her guard, Maughbraves the audience
somewhat suspended, removed from the solid grodireh cabsolutely

happy ending. But dissatisfied as we are with #duction of the male-
female love relationship to a cat-and-mouse ganeetdicial transactions

that are never to yield true happiness, we accem@sithe human
condition, glad of partial gratification. (Fan, 328

To the Edwardian audience, Penelope was perces/bdiag the triumphant party.
J.T. Grein’s review of the play for tf&unday Times and SpecialJanuary 1909,
for example, does not only show this interpretatadnher character, but also
illustrates some of the prevailing double standafdbat time:

120 cf, ‘Penelope herself is all appearance: she iacaress playing a role, first of her own design,
then of her father’'s. Without the role-playing, skea flat type, simply the loving, dutiful
wife. She is entirely too dependent on Dickie — andher father, since she obediently goes
about performing according to his directives. Tharmage, too, is not a genuine relationship,
but a playing house, an acting relationship’ (RR28).
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The old axiom, that a normal woman is content witle man, that to her
a little flirtation is all the variety she requireand that the average man is
polygamous without necessarily meaning any harmc@wmus are the
ethics of man, according to Mr. Maugham — and Idoe shall not say
him nay — that when Penelope, who is sharp as dleead bent on the
reconquest of her straying lord, pretends to loplruhis peccadillo
rather callously, he breaks out in sainted ire tnadnces her soundly for
the levity of her principles. How Penelope, in th&@ne of mice and men,
proves victorious; how, by subtle devices and esitpicalinerie, she
brings her sinner to his knees, | must leave tgguitbr yourselves, since
all London, married London especially, will rush see itself in the
mirror. (Grein, quoted in Mandler, 69)

Nonetheless, other reviewers did not appear to ttakglay as an actual portrayal
of marriage, but rather detected traces of salirean article for theNation in
January 1909 for example, William Archer, the mestowned theatre critic at

that time, noted:

There is even a real touch of satiric originalitythe idea of the husband
who, on learning that his wife has long known of hifidelity, and has

(apparently) made light of it, feels his moral semints outraged, and
finds himself, quite sincerely, playing the part iofdignant accuser.

(Archer, quoted in Curtigritical Heritage 93)

As Archer proceeds, he even remarks that it coalddit more than once that Mr
Maugham was skating pretty near the edge of thaergble cynical’ (Archer,
guoted in CurtisCritical Heritage 94).

Moreover, the audience’s reception of plays invagvan adulterous woman and
an unfaithful husband also seems to have changedtbe years. At the end of
the first decade of the POcentury, such subject matters on stage were less
regarded as daring and scandalous than entertaamdgcomical, which also
becomes noticeable in the following account of plblic’s reaction at the first

performance by Arthur Bingham Walkley, a theatigcfor The Times

The audience, which was about manifestly becomred t or beginning

to be afraid that it was about to become tired thayelaboration of a too
familiar idea, was swept away in the sudden delafhthis right-about-

face [the husband’s shock at his wife’s complaishtirst into a great
roar of inextinguishable laughter, and the playu yelt, was safe.

(Walkley, quoted in CurtiRattern 71).
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4.3.3.The New Woman
— Margery Cazenove and Agnes Sylvester

In Sidney Grundy’s playrhe New Womarwhich had its opening night in 1894 at
the Comedy Theatre in London, the initial passiraiyoung couple’s marriage
wears off soon as well. As ifhe Case of Rebellious Susand Penelope the
husband falls in love with another woman. It is ereexplicitly confirmed that
Gerald Cazenove really cheats on Margery, his wifth Agnes Sylvester, who is
married as well. Nevertheless, throughout the twst acts, a number of hints may
lead to the interpretation that Gerald and Agnes ot satisfied with their
respective marriages, have at least rather streglgngs for each other, and spend
a lot of time alone together. Even though every@terns to their lawful partners
in the end, the women presented in the play apjpebe more independent and
less anxious to conform to social conventions thahe dramatic works discussed
so far. Consequently, the boundaries between whaupposed to be typical
masculine and feminine patterns of behaviour bedolomeed to some extent.

In the same way, right at the beginning of the pldng description of Gerald
Cazenove’s chambers as ‘effeminately decorgfediv Womanl, 3) suggests that
he has a rather unmanly character. Moreover, hgarapt concern for the
advancement of women makes him collaborate on lagaghical treatise on the
ethics of marriage with Mrs Sylvester. These fesguof his characters largely
resemble those of Fergusson Pybus, Elaine Shrifsptarsband inThe Case Of
Rebellious SusanSimilarly, there are certain correspondences beatwieks
Sylvester and Elaine. They can both be considesedeav Woman figures and are
continually treated in a mocking tone. They are, dgample, made fun of by
stressing how bad their household- and especialbking-skills are** A more
detailed analysis of the ways in which New Womems @epicted in the play will

follow in a subsequent paragraph.

121 pyYBUS: But so far from giving me any afflatus,estvill not even give me a light and easily
assimilated course of diet. | cannot nourish myupac gifts on tinned mutton of the cheapest
brands, and the more stringy portions of an underd@am’ Rebellious Susall, 152);

‘SYLVESTER | had business at the Horse Guardkallde home to dinner, though.
MRS SYLVESTER Oh dear, | whish | had known thdtefie’s only mutton.
SYLVESTER The same mutton?

MRS SYLVESTER What do you mean by the same?

SYLVESTER | mean the mutton | had yesterday.

MRS SYLVESTER Did you have mutton yesterday®ew Womanl, 9).
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At the beginning of the play, the aforementionedpte, Gerald Cazenove and
Margery, are not married yet. Margery is the maidGerald’s aunt, Lady
Wargrave. Therefore, she does not belong to the sdmss as her future husband,
whose background seems to be upper-middle classashect could possibly also
account for the fact that she acts less restrayresithe plot evolves than the other
female characters analysed in the plays so far.eMlesiess, Margery still
conforms to the traditional type of ‘womanly’ womand, thus, contrasts with the
other female characters of the play, who represamtatures of the New Woman,
as also represented in periodicals sucHPaschat that time. Before Margery
appears on stage, she is presented almost asitbmepf the established ideal of
womanhood. Gerald talks of her in terms of ‘[a] warththat is what one wants —
that’s all. Birth, brains, accomplishments — pshaanities! community of interest
— sympathy of the soul? mere dialecticdlew Womanl, 11). Moreover, in the
course of the first act, as she accepts his propsisa also assures him that she
will obey*?> This makes her almost the antipode to Mrs Sylvestieo stresses the
importance of equality between men and women aheves that the union of the
souls is the most important feature in a relatign$® Mrs Sylvester’s opinion is
shared by the other New Woman characters in the g@hal it seems that in a
decade where ‘[e]verything’'s NewNéw Womanl, 17), their hopes are less
idealistic and unrealistic than they might haveegspd a few years before. The
fact that Mrs Sylvester and Gerald belong to theesaircle of society also proves
advantageous to her objective, as it is certaialyiex for her to voice her ideas
than for Margery. It could even be suggested thias time when women become
increasingly independent and confrontational, a riee Gerald, who initially
aspires to marry someone conforming to the AngeheéHouse ideal, can only
fulfil this wish by resorting to amésalliancelt could be argued that this is the
reason why Gerald proposes to Margery in the filste.

He soon has to accept that their marriage is fanfbeing ideal as they do not
seem to share any common ground at all. In thenskaot, after twelve months
have elapsed, Margery’s constantly attempts to ni@kehusband affirm his love
for her. In this respect, her behaviour largelyerebles Penelope’s at the
beginning of Maugham’s play. After Gerald’s initiattraction to Margery has

worn off, he comes to realise the difference of€land upbringing between them.

122 cf. New Womanl, 22.
123 cf. New Womanl, 12.
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As she is not a born lady, his wife is rather uroadied compared to himself and
not used to certain conventions and formalitiesthed upper classes such as
answering cards, which results in communicationabblems in their
relationship‘** At times, she even seems childlike, she hidesndebirtains to
give her husband a staff, ties a handkerchief over the Colonel's e}f8sand
continually bursts into laughter. She appears toalfger naive and ignorant of her

status. In an account to Lady Wargrave of her redrife so far, Margery states,

[a]t any rate, | make people laugh. Isn’t that lgewitty? Then | laugh as
well, although | don’t know what I'm laughing atm sure! Laughg Oh
everybody laughs at me — but Gergdew Womarnl|, 35)

In the notes to the play, Jean Chothia also ponifsthat ‘the astuteness of
Margery’s perceptions about the social code hedesabsequently in the scene sit
uneasily with her pranks, naiveté, and silly laeghtChothia, Emancipated
Women Plays 269). Gerald realises that Margery can never heegqual
companion to him. In a conversation with Mrs Syteesoverheard by his wife, he

sums up the problem,

[bJut Agnes, Margery is impossible! She’s no companto me! | am
alone! Her very laughter grates upon me! There’sneaning in it! It is
the laughter of a tomboy, of a clown! And she wdver learn! She’s
hopeless, Agnes, hopelesllefv Womanll, 38)

This very light-heartedness and quasi-ignoranceemgjnes seem attractive in the
eyes of Mr Sylvester. He expresses his admiraorivirs Cazenove quite a few
times and, on one occasion, even openly proclaimtie for her?’ Despite all
this naivety, Margery is guided by a strong moeaise from within, which keeps
her from becoming a Fallen Woman. When Mr Sylveasks her to be with him

and asserts that he will teach her how to love kim, replies,

[s]o, I'm to learn to be unfaithful, is that it? Ame learns music? No
Captain Sylvester! Suppose two people are so mudove that they
can’'t help it, Heaven is their judge, not me. Butbegin to love when

124 cf. New Womarnll, 25.
125 cf, New Womarnll, 27.
126 cf, New Womanll, 33.
127.cf. New Womanlll, 46.
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they can help it — not to resist — to teach theweseto love — that’s where
the wrong is, and there’s no gainsayinghte(v Womanlll, 46)

Moreover, it is this inner moral guide that leadarlyery to the resolution to leave
her husband and to return to her father in the twpumn this respect, she is
different from the married women previously anatis8he does not act out of a
sense of revenge or hurt pride, but does what séeis right for her own well-
being and conscience. In her position as a formadnshe is less constrained by
the codes of social propriety even though she s¢erbgs aware of thertf® Her
main motivation to go away lies is the fact that slas ‘had enough of half a home
and only half a heart. [She’s] starving, witherirtying [tlhere with [Gerald]V
(New Womanlll, 47). Still the model of a traditional womashe does not blame
her husband for anything that has gone wrong but Blylvester, the ‘other’
woman, by declaring, ‘[iJt's she who’s robbed meyolur love! It isn’t | who've
lost it; she has stolen it'New Womanlll, 48). It could be argued that criticism of
a woman by another, almost idealised, woman isetadgto have a stronger
influence on the audience or readership than mmidy araisonneurcharacter as
it subverts the struggle for the emancipation om&a from within. Along these
lines, one could interpret Margery’s words to hppanent at the end of the third

act:

[y]ou call yourself a New Woman — you’re not Newadlt You're just as
old as Eve [, and just as hungry for the fruit phecked]. You only want
one thing — the thing that every woman wants —ahly thing that no
woman’s life’s worth living without! A true man’sove! (New Woman
1, 51)

Mrs Sylvester, in turn, does not seem to understhadattraction that emanates
from Margery. As a conversation with her husbanea¢s, she is ignorant of the
fact that Margery apparently holds all the qudaite man is looking for in a

woman:

MRS SYLVESTER Margery! Are you all mad, you menha¥is it in
that woman that enslaves you? What is the charmothers don'’t

128 MMARGERY [to Sylvester] lama wife, and | shall not forget it. If | have lasly husband’s
love, at least I'll save his honour. A public scahchayn’t mean much tpoy, but it means your
wife’s ruin — it means Gerald’sNew WomanlV, 54).
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possess? Only you men can see it; and you all do!l¥se your senses,
every one of you! What is it that bewitches you?

SYLVESTER What you've crushed out of yourself -uyavomanhood.
What you're ashamed of is a woman’s glory. Phildgojs well enough
in books; but in a woman a man wants flesh anddledrank human
nature.

MRS SYLVESTER laughing hysterically A mere animal!

SYLVESTER A woman.

(New Womanlll, 50)

Mrs Sylvester cannot simply be counted among thieatared New Women in the
play, who untiringly talk about the inequality be®n the sexes, muse over the
importance of latchkeys, and smoke out of princiflee is a married woman, who
is not particularly happy in her relationship deeat lack of common grourid?
She has doubts about the concept of marriage, itsebi conversation with Gerald

reveals:

MRS SYLVESTER What is a promise when the heartsegout of it?
GERALD Surely it is a promise.

MRS SYLVESTER To an empty phrase must one saerifice’s life?
Must one stake everything on the judgement of onyesth? By the
decision of a moment must one be bound for ever8tMoe go through
the world ‘with quiet eyes unfaithful to the truthDoes one not owe a
duty to oneself? There can be but one answer!

(New Womanll, 38)

No comparable open criticism of matrimony has be&ered by any of the

characters in any of the other the plays.

Like Mrs Fergusson ifPenelope Mrs Sylvester falls in love with a married man.
This time, though, the husband is close at hand rastdstationed in another

country.

Throughout the play, New Woman characters areuiéicand their endeavours to
promote equality between the sexes is made fury dhé male characters. In her
introduction to the play, Chothia points out thiihey might be thought of as
modern humours figures: once set before the audjezach will respond in an

exaggerated and predictable way’ (ChotRimancipated Woman Playsv).

129 cf. New Womanll, 37.
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Right at the beginning of the play Colonel Cazend@erald’s uncle, expresses the
viewpoint that ‘[a] woman, whaes a woman doesn’t want to be anything else.
These people are a sex of their own. [...] They havented a new gendemMéw
Woman I, 5). The notes to the play elucidate that, asn@y does not make any
efforts to subvert this attitude, the Colonel candonsidered to be raisonneur
figure*° Repeatedly, he embodies the voice of common sasserting that the
New Women’s endeavours and dissatisfactions allecdown to their not having
a husband®

In general, Grundy’s play is more outspoken thanwiorks discussed so far. Miss
Enid Bethune, Miss Victoria Vivash and Dr Mary Bay#ghe New Women in the
play, and notably all unmarried, rather openly dssc gender issues as in Dr

Bevan’s words,

[a] morbid modesty has too long closed our eyest e day of
awakening has come. Sylvester, in h&spirations after a Higher
Morality, Bethune, in heMan, the Betrayer Vivash, in herFoolish
Virgins, have postulated the sexual problem from evergewable point
of view. New Womanl, 17)

Furthermore, Dr Bevan represents the first occaegesf a working middle-class
woman in any of the dramatic works. According te tbxplanatory notes to
Grundy’'s comedy, ‘medicine was one of the few pssfens in which women
had, despite much opposition and ridicule, madeesadvancement at this time’
(Chothia, Emancipated Woman Play269). In this context, it is interesting to
note that ‘The London School of Medicine for Womevds established in 1874,
and by the year 1891 there were 101 female doatoksndon®*?* Owing to her
capacity as a doctor, it seems that through hecevdorthright allusions to
reproduction are more sanctioned and less prowacdtian through any other
voice in the play*

Moreover, the New Woman characters’ constant vestiacks on the wrong that
is done to their gender always seem to serve cquiposes. Their way of

reasoning often appears to be exaggerated andcalogvhich is usually pointed

130 cf. Chotia,Emancipated Woman Play266.

131 Cf. New Womanl, 18.

132 ¢f. ChothiaEmancipated Woman Play268.

133Cf. ‘DOCTOR [...] The truth amounts to this: theeomitigating circumstance about the
existence of Man is, that he occasionally cooperiat¢he creation of a WomarNéw Woman
IIl, 42).
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out or reduced to absurdity by the male characiwosably, in a discussion about
the state of the theatre at that time, those omsitteeof female emancipation claim

its decline:

PERCY The theatre is dying! DixiLéans back agajn
DOCTOR The novel will sweep everything before it.
SYLVESTER You mean, the female novel?
DOCTOR Nothing can stop it.

SYLVESTER No, it stops at nothing.

(New Womanlll, 40)

It can, therefore, be argued that placing lineshsagthese in a play, meant to be
performed in front of people who are generally Iyk be in favour of theatre,

elucidate Grundy’s attitude towards the whole debat

If the characters’ actions do have any social cpmseces, they seem to concern
Margery first and foremost. Considering the mariag Gerald inappropriate, his
relatives take the temporary measure of shunning he

As for the other characters concerned, the amagatenglements do not seem to
have any negative consequences regarding theusstatsociety. It is rather a
reconsideration of their sense of right and wrohat takes place. Gerald, for
example, is stricken with a bad conscience whereakses that his wife has been
downhearted ever since after she found out thas Hi&ely to be in love with
another woman. In a rather long vindication in frohMrs Sylvester, he blames
only himself for Margery’s misery, as it was he wtomk her away from her
accustomed station and did not cherish her loveniior enough. As he says, he
‘mistook a light heart for an empty heatlgw Womanlll, 44), and Chothia notes
that his ‘speech signals the turning point in Gi#gahttitude to feminism as well
as to love and Margery. From here on he thinksaatsl as a ‘true man” (Chothia,
Emancipated Women PlgyZ97).

This insight of his, leads him away from the prpieithat men and women ought
to be companions instead of different poles. InaBnost anachronistic turn, he
begins to favour the model of the separate sphafréise genders, and tells Mrs

Sylvester,

W[w]hat we want in a partner is what we lack insmlves. No sympathy
only, but sex. Strength requires gentleness, swestasks for light; and
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all that is womanly in woman wants all that is nyaimh man. New
Woman lll, 44)

The general tone of this play, therefore, appearset a rather moralistic one. In
the end, Gerald repents having not valued his em@ugh and Margery rejects Mr
Sylvester’s approaches. Mr Sylvester, in turn, valas left Agnes, is expected to
go back to his wife after Margery urges him to doloreover, at least one of the
New Women matrries, as Miss Bethune becomes engeitiethe Colonel.

A principled order is restored and the traditiobelief that marriage is one of the
most important pillars of society or, in the wordé the Colonel, that ‘[tlhe
institution of marriage is the foundation of sogjeand whatever tends to cast
discredit on that holy ‘ordnance’ saps the morhtédiof the community’ New
Woman 1V, 55), is reaffirmed. It is interesting to higiht the Colonel’s slip of
the tongue here, as he certainly meant ‘ordinaims¢ead of ‘ordnance’, which is a
military term for artillery*** Margery and Gerald become reconciled on the
grounds that he has found out what he loves abauaid what he looks for in a
relationship. Before the curtain descends, he kalisthat ‘[he] want[s] [her] to be
nothing less or more — only a womanNdgw WomanlV, 59). Recapitulating, it
could be argued that even though issues of fenmémeipation are touched upon
throughout the play, they are never treated in r@ow® way and, ultimately,
traditional ideas about love and marriage areratfut.

Double standards are now openly pointed out byNika& Woman characters and
are not simply implied between the lines. A recatrtheme is the opinion that a
woman is entitled to know everything about her laumsbs past concerning the
liaisons he might have had before marriage. In Pgd, Miss Bethune and Miss
Vivash are surprised at finding out that Margerg dot care to ask Gerald about
his pre-marital life?*®> and in the third act the conversation centresratdhe same

topic again:

ENID You would confess that? Then you agree with that a woman is
entitled to know the whole of a man’s past?

LADY WARGRAVE (who has joined themWould it not be more useful
if she knew something of his future?

ENID Women have futures; men have only pasts.

134 Cf. Chothia Emancipated Woman Play273.
135 Cf. New Womanll, 30.
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DOCTOR étill in Sylvester’s group It stands to reason — pure reason —
there ought not to be one law for women and andtrenen.
(New Womanlll, 41)

However, their egalitarian attitude always appéarse flawed to some extent, as
it is either underplayed by one of the other characor unconsciously laid bare
by the these women themselves. On the one hang stéem to stand in for the
belief that men and women are completely the samé&® other hand, they are of
the opinion that women are morally supefidrin their eyes, therefore, a man
with a past is considered a rascal whereas a wamithna past is regarded as a

‘[p]oor tempted creatureNew Womanllil, 43).

Generally, as Carolyn Christensen Nelson pointstbetplay shows that the New
Woman already had a place in the audience’s miral @amic figure that was an
easy target for mockery and caricattifeMoreover, The New Womawas one of

the great theatrical successes of 1884,

4.3.4. Iris
— Iris Bellamy

The initial situation of the plot of Arthur Wing ®aro’s Iris has not been

encountered yet as the eponymous character isrgywidow. The play was first

performed at the Garrick Theatre in London in 19Me setting described in the
first pages suggests an upper-middle-class housetrote again. The scenery
conveys the impression of wealth. The audiencenseahat, like Penelope

O’Farrell and Susan Harabin, Iris is soon to regeguests. Moreover, it is soon
established that she has been a widow for fivesyaad that her husband’s will
contained the condition that she would only recemeney if she stayed

unmarried. ‘[W]ed again, and you cease to be ofpeethdent meanslr{s, I, 245),

it states. She is ‘well-off, as far as her heedless in money-matters will permit

of her being so’l(is, I, 238) and because of this financial security ghthe first

136 Cf. New Womarnll, 41.
137 Cf. Nelson, 295.
138 Cf. Chothia,Emancipated Woman Playsv.
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of the female characters in any of the plays whgiven the opportunity to lead an
autonomous life unfettered by a husband to whomnghdd have to give account
for her doings® Despite her self-sufficiency, Iris can not be ddesed a New
Woman as she is far from being satisfied with thsifoon she is trapped in. She
considers the clause in her late husband’s withamiliating, cruel’ (ris, I, 246)
and seems to ponder upon marrying Laurence Trenaifoung man without a
fortune. Her interest in Laurence even exposesdtre danger of being regarded
as a Fallen Woman as her solicitor and counselkohibald Kane insinuate$’
Kane succeeds in convincing her that luxuries areédo dear to her to give up her
money. That she does not enter matrimony again doeseally seem to be an
option in the eyes of her friends and relativesmaprily because she is still
exceedingly beautiful and has a number of admiransopinion which is also
expressed by Aurea, one of her guests: ‘Of counsdl snarry again; she must’
(Iris, 1, 253). Indeed, Iris accepts the proposal of ohéier suitors, the rich
Frederick Maldonado, who is about fifteen years $@ior. Preventing a scandal

concerning herself and Mr Trenwith appears to lyertan motivation:**

Despite the first impression of her as a supetfa@racter who is quick to spend
money for her pleasure, Iris also seems to hawaia@nal side as well, which sets
her apart from the heroines in the other playsadmtrast to Penelope, she does not
put on a masquerade but tells Maldonado from tlggnbeng about the true nature
of her feelings for him. She informs him that ‘[shasn’t] the love for [him] a
woman should have for the man who is to be herdngh(ris, I, 271). She is not
blue-eyed and concedes that she is ‘past the racreege’ (ris, 1, 272). At first cut

to the quick by her candour, Maldonado begins tedrgented with what he gets.
He seems to hold the opinion that Iris cannot lnep attitude because she is ‘as
God made women’ (lIris, I, 273), who consent to iva@ed and looked at just like a
painting and in return are well provided for byitHeusbands#? Thus, traditional
role models are once again established — but rolofgg. Notwithstanding her

initial anxiety about a scandal and her unwillingsi¢o be a poor man’s wife, she

139gjx-and-twenty and independentltig, 1, 238).

140«Allow me to remind you, then, that a lady circuarsced as you are — still youthful, beautiful —
[...] [W]ho is seen constantly in the company ofaung man whom she could not dream of
marrying, subjects herself inevitably to a consatdée amount of ill-natured criticismir{s, I,
246).

YL Cf. Iris, 1, 260.

Y2 Cf. Iris, 1, 273.
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resolves not to marry Maldonado and asks Laurewmceadcompany her to
Switzerland. Furthermore, she is not without selfiyy and is able to ridicule her
pamperedness to some extent. In a conversation leitlmience, she describes

herself as:

Your poor, weak, sordid Iris, who must lie in thenan summer, before
the fire in winter, who must wear the choicest Jabe richest furs; whose
eyes must never encounter any but the most bekabjacts — languid,
slothful, nerveless, incapable almost of effdris( 1, 301)

Moreover, a development of Iris’ character can beected in the course of the
play. Once she learns that her assets have beeduedo speculation, she does
not despair but becomes more mature. She congidessidden lack of means as a
cross she has to bear in order to atone for hevique indulgence and
egocentrisnt®

Even her friends seem to notice the differetiée&She is also finally resolved to
marry Trenwith and to follow him to British Colun@after he has managed to
create a home for her there. All these signs aptmeardicate that she is coping

well with the new situation.

The changes within her, however, are short-livdte Gorrespondence between Mr
Trenwith and her becomes more and more infrequatiipugh he resorts to
coming back to England to find out whether certaiimours concerning his
fiancée being drawn to another man are true. Iridheth act, indeed, the audience
gets to know that it did not take long before a@ild not resist the temptations of
the cheque book Maldonado has bestowed upon hetid® quite schemingly in
order to bind her to him and to make her gratefulHis proposat*> Maldonado,
too, undergoes a development. At first, he wasegmtesl as Iris’ helpful friend and
loyal admirer, but as the play proceeds, the hgradhis motives grows more and
more dubious. As he leaves Iris at the end of dugth act, the stage directions
even mention ‘an evil look upon his fac&ig, 1V, 402).

143:0h, do you imagine a woman can be as self-ceragetlhave been, pampered herself as | have
done, without meriting chastisementRig, 11, 341).

144 ‘EANNY. I've loved her, as you know, for yearsténsely; but | anproud of her now. Her
whole nature seems to have expanded, Croker — leegomater, nobleriis, Ill, 330).

Y5 Cf. Iris, IV, 382f.
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The consequences of Iris’ behaviour prove to bal fiatr her. Even though her
conduct has not been entirely socially acceptabls,difficult to ascribe a Fallen
Woman'’s traits to her. Hamilton Fyfe argues th& #spect also turned the role of
Iris into one that was difficult to play as ‘[ijrr@ma it is easy to be attractive as
one who has to struggle, even though the struguls e failure. To drift, to fail
weakly that is in itself depressing’ (Fyfeinero’s Plays and Player212).

Her only mistake was that she accepted Maldonanwsey too readily, which
marked, in her words, the moment when she begalesoend ‘the path leading
down to this awful abyss'ifs, V, 411). As the acts unfold, Maldonado lets her
know that it has always been his plan to make keedd on him financially. She,
then, loses the last remains of a good reputatioedmceding to move into his
house. In the same way as she hasn’'t been awavialdbnado’s scheme at the
beginning, she does not seem to have been aldhtetwamifications of such a
movel*® Although her situation as an outcast of societys wa a large part
prompted by her liaison with Laurence, the latterniot able to forgive her
acceptance of Maldonado’s support and leaves helgdod in the final act.
Having overheard their last conversation, Maldonadoighly enraged. Violently
and abusively, he throws her out of his house aea@ven though he must be
aware of the fact that this leaves her without aeyto turn to. Considering that
her status as a Fallen Woman is less apparenttiigaane of Nelly Armroyd in
Lost in London, for example, this ending seems particularlyetrit should be
taken into consideration that her behaviour waaneggd as much more indecent at
the very beginning of the #0century than it would be nowadays. Hamilton Fyfe,
a contemporary of Pinero, seems to criticise kititude and to put the blame for
her failing entirely on her. He disapproves of la&k of understanding that a man
does not want to depend on a woman in pecuniamsteAccording to his
interpretation of the play, Trenwith is an honesd apright character, whereas lIris
is looked upon as spoilt and reckless becausehiahano objection to making this
young man play an unpleasantly equivocal part, élactance to become his
mistress’ (Fyfe,Pinero’s Plays and Players214). He even goes as far as to
speculate that Iris postpones going to Canada kdtirence because she secretly

speculates that a more favourable position wilhtup in the meantime. All her

146+ didn’t realise the dishonour — only that | wasll-housed again‘i(is, V, 414-415).
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good intentions, Fyfe points out, have just beemui make-believ&'’
Consequently, it can be argued that the charaétersoapparently did not elicit

much sympathy from a contemporary critics and ana#is.

Furthermore, double standards, it seems, are lessemible in Arthur Wing
Pinero’s play than in the others. To some extdmy tare even criticised in a few
passages, for example when Maldonado declaresBhgland is a paradise only
for the puritan and the hypocritdfig, 1V, 388).

Initially, Iris could have had the opportunity te independent of men if she had
wished it. Moreover, there appears to be a morecalkitone concerning the
treatment of women who do not precisely act acogrdio the social conventions.
Iris is not automatically portrayed as an immoralnan just because she decides
to go to Switzerland with Laurence. An equal ragkii men and women to some
degree is also evident through the way each gaediens to the other. On the one
hand, a woman can be ‘possessed’ by a man andnipgaced to a painting in this

context'*®

On the other hand, a man can also be ‘owned’ byoman and be
compared to one of her birdfs.

Gossip about Iris’ behaviour in society certainkisés, but her friends do not
abandon her all at once. Croker, one of her admimren states that ‘it is simply
abominable that close companionships can't exisivéen reputable men and
women without suspicion of wickedneskig, Il, 291).

Still, the play is far from postulating any equgalitetween the sexes, which is why
‘[tlhe friendship of a man is worth that of a doasamen’ (ris, Il, 293), as Iris’
friend Fanny declares. Furthermore, the idea ohdédiept by a woman is
insupportable to Laurence. He is even prepareedwod Iris and the comfortable
life she is offering in order to try his luck atnching in British Columbia. He
cannot bear the thought of being financially demgtdon a woman as the

following conversation between the two exemplifies:

LAURENCE. You don’'t understand that a man — somea,na¢ least; |
among the number — can’t accept money from a woman.
IRIS. [Blankly.] Why not?

147 Cf. Fyfe,Plays and Players216.

Y8 Cf. Iris, 11, 273.

149\Why aren’t you satisified to be one of my birdshk, but my best, my most dearly prized? Just
for a scruple — " Igis, I, 208).
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LAURENCE. Become dependent upon a woman! [...] Liyeoru a
woman.

IRIS. [...] But — the circumstances — ! We love eattter.

LAURENCE [With clenched handsDoes that make the situation easier
for me? Iris, the position would be intolerable.

(Iris, 11, 307)

Moreover, Iris’ behaviour appears to have triggeséida scandal. Society avoids
her because she has left for Switzerland with lpssed lover Trenwith and
because she is not wealthy anymore. Even her rogpak former friends shun her
because she could not do with sparse money anemi@usto receive allowances
by Maldonado and to live comfortably in a housemuch he has a latchkesy®
Only marrying a rich man could put her out of tedtiation and make her former
acquaintances forget about the affafrin a marriage, a wife should still be close
to the ideal of the Angel in the House as the foitm passage, where Iris’ friend

Croker describes what he asks of a woman, indicates

[tlhat she should be beautiful to the eye and gdwtkthe ear; that her face
should brighten when | entered, her hand lingenine when | departed;
that she should never allow me to hear her speagthtisigly of any honest
man, thereby assuring me she indulged in no coriteyap criticisms of
me when | was out of her company; that she shoeltbduntiful to the
poor, unafraid of the sick and unsightly, fond afntb animals and
strange children, and tearful in the presence g fiictures and at the
sound of rich musiclis, 1V, 393)

Angel-like characteristics of a woman are not adgired as internal virtues, but
also appreciated when they can be detected innattézatures. At their reunion,
Trenwith directly states that Iris ‘resemble[s] th&tures of angels one was
familiar with in childhood’ (ris, V, 406). Other stereotypes about female character
traits are mentioned throughout the play. Maldonadcone point, declares that
obstinacy is typical of womeh? and Iris is compared to a chitd — a motif

already encountered in other plays.

1%04RIS. | wish you would make it a practice to seymlr name in, instead of using a latch-key.
[...] It would appear a little more respectful term the eyes of the servants, would it not?’
(Iris, 1V, 378).

BLCf, Iris, IV, 388.

192 ¢, Iris, 111, 335.

193 Cf. Iris, 11, 340.
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With regard to the reception of Pinero’s play, tp@nions were divergent. Fyfe
notes that the reception of Pinero’s play variedat@reat extent among the
audiencé>* The general verdict, according to Fyfe, was thatvas ‘[n]ot an
edifying story [...] but no doubt a lifelike picturgFyfe, Pinero’'s Plays and
Players 219). By and large, the ending and the treatrokiris was considered to
be quite harsh, although there is little uncertaithtat Iris was perceived as a
misled woman. In Th&lobe for example, Iris Bellamy was compared to one of

the best-known tragic Fallen Women in English &étare:

[Iris] is strong meat and weak stomachs may turn. Ngtemterrible is

often encountered in literature ... “Iris” standsralation to the stage
much as “Tess of the D’Urbervilles” stands to prdisdon. (quoted in
Dawick, 256)

It is interesting to note that, according to Argheimero initially intended Iris to
share the fate of many Fallen Women, namely deeghwas the case with Nelly
Armroyd and Drusilla Ives, it was planned to let e in a melodramatic fashion
through the hands of MaldonadfS.

The play was perhaps too hard to stomach for thdeeaoe of 1901 as it only ran

for 115 performances?®

To sum up, Iris Bellamy's fate shows all the eletsesf that of a Fallen Woman.
She is cast out of society and ends up with nothirtger hands and no one by her
side. However, she never considers her conduchasial; she never really does
have any qualms about going to Switzerland withltveer or staying in the house
of a man she is not married to. This could not dmyinterpreted as a missing
sense of decorum and decefitybut also as an incipient change in social norms,
as a token that women at that time started to tlohkhemselves as more

independent.

154 For a further discussion, see: FyRinero: Playwright 197, and: FyfePinero’s Plays and
Players 221.

195 Cf. Dawick, 256.

198 Cf. Dawick. 256.

157 Cf. Fyfe,Pinero’s Plays and Player21f.
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4.3.5.A Woman of No I mportance
— Rachel Arbuthnot

Oscar Wilde’'sA Woman of No Importanceas first performed at the Haymarket
Theatre in London in 1893. The setting is againeupand upper-middle-class and
among the characters a seducer and a seduced vasmém be found. This time,
the subject-matter is treated far more light-hetiyteand a far less tragic or
resigned fate awaits the once Fallen Woman. Intlag, Victorian ideas of
decency and virtue are often ridiculed. They areelg by the old folks, whereas
the young people consider them old-fashioned; ssgully, they have been
‘tainted with foreign ideas on the subjedtV¢man of No Importancé, 16). Due
to this hitherto unencountered attitude towards atityr and the more positive
ending for Rachel Arbuthnot, the once misled womiaeeems right to place her
among the characters in the transition from thdeRato the New Woman,
although she had to suffer greatly from her miscahdn the context of Wilde’'s
attitude to the New Woman movement and the extenthich he was involved in
these reformative developments, is should be mesdiothat he edited the
magazineNVoman’s Worldrom 1887 to 1889. Not only did it comprise aiglon
household managing and needlework, but it alsoermed itself with the ‘Woman
Question’, higher education for women, as well aging and working women.
Despite Wilde’s assertion that he ‘[was] anxiousrtake it the recognized organ
through which women of culture and position [woutdjpress their views’ (Wilde,
qguoted in Ledger,The New Womanl06), Ledger emphasises that Wilde’s
editorship of the magazine can not easily be reghras a contribution to the
feminist movement>® As the analysis oA Woman of No Importanaeill reveal,
his standpoint on female morality is at times qaitebiguous.

Interestingly, Rachel Arbuthnot herself seems tohalgh the traditional
categorisation of right and wrong, of virtuous wenan the one hand, and Fallen
Women on the othér? She is a ‘woman with a past’ rather than a ‘fallesman’,

a differentiation that has, for example, also bawade by Alfons Klein. In his

18 For a further discussion of Oscar Wilde and thevN¢doman, see: LedgeFhe New Woman
106ff.

159 What have women who have not sinned to do with ané with them? We do not understand
each other' Woman of No ImportancéV, 72).
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essay on the character of the woman with a pdatenVictorian drama, he argues
that due to social changes, the term ‘fallen womaitiich was prevalent in the
middle of the 19 century, was gradually replaced by the term ‘wormath a
past’, which had a less negative connotatfSrMoreover, he points out that the
way this character is presented in Wilde's plaglasely connected to the changes
in the social code of morality in the 18965.

When Rachel Arbuthnot is first encountered in tleeosd act, the reader or
audience does not know that certain incidents, whieppened twenty years
before, have turned her into a Fallen Woman. Wihenis introduced for the first
time, one only learns that she leads a life seddoEn society"®? By and by, the
circumstances surrounding her are disclosed. Hgsoln with Lord Illingworth
twenty years prior led to the birth of an illegiabe son, Gerald. The whole
situation comes to light, when Lord lllingworth nieéVirs Arbuthnot again after
he has offered Gerald a position as his privateesaty without knowing that he is
in fact his child. Twenty years before, Illingwortld not want to marry Rachel
despite her beseeching entreatféHis family offered her money instead, which
she refused to take. Gerald does not learn abmuséleret until the end of the third
act. Before she fully reveals it, she relates to $&n how lllingworth once
debauched a young girl and how he mistreated leeedlfter; how she begged the
tempter to marry her after she had found out albeuntpregnancy and how he
refused to turn her into an honourable woman agpinfollowing her wish.
Interestingly, Mrs Arbuthnot narrates these evémis a third person perspective
as if it was about the fate of another woman orexemplary case of the
misfortune many a woman had to experience. In anost melodramatic
monologue, she explains the fatal consequenceksea $tep in youth — resulting
from the innocence of the seduced and the cunritigecsseducer — could have on
a woman'’s life, while she is all the while in faatking about herself:

her life was ruined, and her soul ruined, andtadt ivas sweet, and good,
and pure in her ruined also. She suffered terdbghe suffers now. She
will always suffer. For her there is no joy, no peano atonement. She is
a woman who drags a chain like a guilty thing. $@ woman who

wears a mask, like a thing that is a leper. The ¢deinnot purify her. The

190 cf, Klein, 268.
181 cf, Klein, 258.
162 cf. Woman of No Importancd, 36.
163 . Woman of No Importancd, 43.
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waters cannot quench her anguish. Nothing canhHer&No anodyne can
give her sleep! No poppies of forgetfulness! SHes She is a lost soul!
(Woman of No Importancdl, 64)

That, on first examinationA Woman of No Importancexhibits elements of
conventional melodrama with its emphasis on sedocéind judgment, is also
pointed out by Sos Elti€* Similarly, Norbert Kohl points out that especiathe
ending of the third act, the revelation of Mrs Attimot’s secret to her son, follows
a classic melodramatic patteffi.According to Kerry Powell, these melodramatic
elements do not cast a favourable light on the ;pthg partial influence of
melodrama has to be regarded as an ‘unpromisingrispjration for a playwright
who advertises himself as a serious and origintata(Powell, Oscar Wilde 60).
Powell further argues that Jone$lse Dancing Girimust have had some effect on
Wilde’s play, but at the same time draws attentmthe fact that Wilde was eager
to distance himself from Jones. Describing theehtdes for writing plays, Wilde
once stated that ‘[t]he first rule is not to wrilee Henry Arthur Jones, the second
and third are the same’ (Wilde, quoted in Hesk&1,). Moreover, Powell also
concedes thaA Woman of No Importancen many ways diverges from the
emotional overindulgence and the conventional sesrits that are usually
encountered in Victorian melodrama. In a traditiom&lodrama, he claims, Mrs
Arbuthnot would have to suffer agonizingly and wbbhbve to repentf®
Furthermore, it is also interesting to note that mlotion of women wearing masks
— as it has already been the case in Maugh&®rgelope- is addressed again in
the above quotation from the play.

After the whole truth has been disclosed to Gerale,wants to force Lord
lllingworth to marry his mother as a means of atgrior the wrong he has done to
her!®” Her vehement refusal to cave in to her son’s veishggests that she has an
independent mind. Unlike the heroines of the ofilays, she is not eager to either
attract a man’s attention or to win back a husbatale. She is the first character
that managed to livandraise a child on her own. In contrast to Iris, bas been

able to make ends meet without a man’s financippstt.

184 Cf. Eltis, Wilde, 95.

185 Cf. Kohl, 404.

166 cf, Powell,Oscar Wilde 67.

167 cf. Woman of No ImportancéV, 70f.
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Her behaviour of twenty years prior has had sereammsequences on Rachel’s life
to come. From the moment of this lapse in her adelece, Mrs Arbuthnot has
had to bear her cross. Over all the years, shenbasvercome the shame that a
pregnancy out of wedlock has brought about andsequently, she has nothing
but bitter feelings about her former seducer, than who spoiled [her] youth,
who ruined [her] life, who has tainted every momeifher] days’ Woman of No
Importance Il, 44).

Lord lllingworth rode the affair out more easilyelid not have to deal with any
serious social ramifications and can, at firstjlgataim that Mrs Arbuthnot is ‘[a]
woman of no importance\VWoman of No Importancé 24) to him.

Lord lllingworth’s reputation as a rogue has nenesally had any consequences on
his life style. He is not avoided by anyone in sbgiand can continue to go on as
he pleases without any hindrance. Therefore, wigeis lasked by Mrs Allonby if
he has ever tried achieving a good reputation,dmejauntily answer that ‘i]t is
one of the many annoyances to which [he has] neeen subjected’'Woman of
No Importance I, 23). Due to his lightheartedness, he comessacras a
sympathetic character, even though his remarkguite chauvinistic at times. For
example, he puts forward thatenshould be worshipped like deities in a temple
because ‘[w]jomen kneel so gracefully; men dorWWaman of No Importangé,
19). Furthermore, he is convinced that there isvoman in the world who would
not be flattered if one flirted with hé?® His attitude does not change in the course
of the play. Admittedly, he would be prepared tam&achel, not because he has
a bad conscience and feels the need to atonedarroingdoings, but because he
would like to have a son and heir. When Mrs Arbothremains unyielding, he
resorts to affronting her, but this time his formeistress has the upper hand and,
thus, Lord lllingworth becomes ‘[a] man of no imporce’ Woman of No

Importance IV, 83) to her in the end.

A fresh perspective on practices of English soc@ignes into play through the
character of Hester Worsley. Being American, shéess familiar with what is
considered to be proper conduct. Moreover, the ldostandards seem to be less

prevalent in her country. At the beginning of thestf act, she declares her

188 Cf. Woman of No Importancé 21.
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admiration for Rachel’'s son openly, and is reprolbgd_ady Caroline, who tells
her that

[i]t is not customary in England [...] for a youngliato speak with such
enthusiasm of any person of the opposite sex. &mgliomen conceal
their feelings till after they are marriedVéman of No Importancé 5)

Hester is quite taken aback by this remark as sies chot understand that a
friendship between a young man and a young womams¢o be out of question
in the host country. In this respect, America igreaid to be ‘the Paradise of
Women’ WWoman of No Importancd, 11). Interestingly, though, she holds up
firm beliefs concerning morality. She has quiteifaur ideas and speaks in favour
of severe punishment for extramarital affdffsQuite revolutionary is her thought-
provoking impulse that this penalisation should aoly apply to women, but to
men as well. Miss Worsley lays bare the intrinaequality between the sexes that
was prevalent in English society at tive de siecle Moreover, she denounces the
injustice that the different treatment of any misdact concerning this matter

entails. She postulates that

[i]f a man and a woman have sinned, [...] [l]et theath be branded. Set
a mark, if you wish, on each, but don’t punish dine and let the other go
free. Don’t have one law for men and another fom&a. You are unjust
to women in England. And till you count what istesie in a woman to
be an infamy in a man, you will always be unjust] &ight, that pillar of
fire, and Wrong, that pillar of cloud, will be madan to your eyes, or be
not seen at all, or if seen, not regard&dofnan of No Importancd, 34-
35).

It should be born in mind that these ideas comm feowoman who is herself the

very picture of morality. Moreover, as an Americahge does not have the same
background as the other female characters. It $y éar her to condemn the

situation as she did not grow up in an environmenére there existed a set of
distinct set of Victorian virtues. Ironically, shenmediately feels sympathy for

Mrs Arbuthnot, whose secret has not yet been giyneevealed, because she
senses that they are kindred spirits among alletlmdiser fairly hedonistic people.

Hester praises her sense for detecting what is gudegood in lifé’® After she

169 cf. Woman of No Importancd, 34.
170 cf. Woman of No Importancdl, 59.
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has found out about Rachel's past, she is shockdulsg but overhearing the
latter’s side of the story and realising how mutie $ias secretly suffered, the
young American woman is soon able to overcome kempoejudices.’* Wilde,
however, does not straightforwardly portray Missrgley as an exemplary picture
of virtue. Her moralising speeches are often undeny other characters and she
herself seems to be full of ambiguities. She lod&an upon English society and
its people, but chooses to live among them, shiisas the English for valuing
money too highly, but is herself a wealthy heiremsgd she condemns the lax
morals in England, but is quick to accept Geraldhas husband’? All these
factors lend further support to the assertion Watle does not simply take sides,

but rather criticises hypocrisy and misunderstoadatity.

Double standards are exposed openly and theirgyaitserves comical purposes.
When Lady Stutfield states that ’[tlhe world was deafor men and not for
women,’ for example, Mrs Allonby counters, ‘Oh dbsay that, Lady Stutfield.
We have a much better time than they have. Theréaamore things forbidden to
us than are forbidden to thenW/oman of No Importancé 9).

On the other hand, the female characters in the ggaceive themselves as more
independent as those in any of the plays previoestountered. Often they turn
the tables on male behaviour and traditional natidior instance when Mrs

Allonby states that

[she doesn’t] think that [women] should ever be kgwo of as other
people’s property. All men are married women’s @royp. That is the
only true definition of what married women’s progyers. But [women]
don’t belong to any oneWomanof No Importancell, 26).

Remarks like these indicate that the ideas of taew M/oman movement have to
some extent found their way into Wilde’s play. As The Case of Rebellious
Susan they predominantly serve comical purposes. Mogeowomen are again
compared to pictureS? as in Arthur Wing Pinero’sris. Not only is the notion

mentioned that a woman should not be a man’s pigpkut also that female

education serves as a means to further independéhienew found autonomy,

71 cf. Woman of No ImportancéV, 72ff.
72 cf, Eltis, Wilde, 119.
173 Cf. Woman of No Importancél, 50.



-79 -

however, is said to have negative results on ngerand family life}’* which was
also a common point of criticism about the movemarthe social and political
debates at that time. Political matters are eveectly addressed, for example
when Mr Kelvil states that ‘[tlhe growing influencef women is the one
reassuring thing in our political life [...]. Womerreaalways on the side of
morality, public and private’'W/oman of No Importancé, 10). This conception of
morality, though, still largely reminds one of tideal of the Angel in the House.
Moreover, there are a number of instances wheditibaal gender roles are still
upheld. The female characters of the play appedbetauncertain about their
changing status in society. At times, they seerhaiee difficulties to adapt to the
prevalent new ideas and to be unsure whether temtrelemands of some women
are in fact justified, as the following speech ofsMAllonby to some of the other

female guests at the Hunstanton estate reveals:

How can a woman be expected to be happy with a wianinsists on
treating her as if she were a perfectly rationahgye

[...]

Man, poor, awkward, reliable, necessary man beldogs sex that has
been rational for millions of years. He can’t halmself. It is in his race.
The History of Woman is very different. We have ayw been
picturesque protests against the mere existencensfnon sense.
(Woman of No Importancd, 29-41)

Not only Mrs Allonby seems to uphold traditionallis about femininity, but
other characters in the play do so as well. Ladgdtanton, for example, claims at
one point that she does not approve of women thgntoo much and that thinking
— just like anything else they do — should be dormaoderationt.”

The question about the ideal man, then, comes upein conversation together
with other concepts that have also previously bemsountered — the comparison

of women to children, their capriciousness and lafclationality:

MRS. CAROLINE. The Ideal Man! Oh, the Ideal Man slibtalk to us
as if we were goddesses, and treat us as if we eeldren. He should
refuse all our serious requests, and gratify eweny of our whims. He
should encourage us to have caprices, and forbitb Ugave missions.
(Woman of No Importancd, 30)

174 ADY CAROLINE. Oh, women have become so highlyuedted [...] that nothing should
surprise us nowadays, except happy marriages. @appgrently get remarkably raraVpman
of No Importancell, 29).

175 cf. Woman of No Importancél, 57.
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In their eyes, rationality and reason is still tie side of men. Moreover, these
female characters also seem to agree with thegyaitof women as capricious
and unreasonable beintfs.

Elopement is treated far more light-heartedly tiraany of the other plays. It is
mentioned repeatedly as a passing remark, a topigetridiculed and not be
judged from a moral point of view at all’ Furthermore, irony is often employed
to turn common beliefs and ideas about moralitydggdown. Mrs Arbuthnot, for
instance, of whom we know that she could actuaky donsidered a Fallen
Woman, is portrayed as the very prime example & Yhctorian ideal of
womanhood. She is in many ways akin to the AngehenHouse, which can for
instance be recognized by the way she keeps heehold, or the fact that she is
dedicated to charitable wot This concept is carried to extremes when the other
characters claim that Rachel, an example of vidtads above the wickedness of
society, and that she adds respectability to anstyp® Mrs Arbuthnot's
withdrawal appears to be self-imposed, which is glsinted out by Sos Eltis. She
argues that none of Rachel's acquaintances is muss®f her actual status.
Furthermore, Eltis points out that the inhabitaotsHunstanton do not rigidly
adhere to concepts of female pufit§ Even though the play ends with a triumph
of those characters that are on the side of mygyaliany reviewers noted that the
better lines and tunes belonged to the more widkedacters®* Moreover, Eltis
maintains that while Wilde was well aware of thetfthat the audience would
enjoy a plot that ‘offered the theatrical clichdff the vulnerable woman who
becomes a victim of male depravity’ (Elti&/ilde 96), and that the playwright
used these conventional elements in order to rpisstions about the underlying

social and sexual mores.

176 ORD ILLINGWORTH. [...] to the philosopher [...] wormerepresent the triumph of matter
over mind — just as men represent the triumph afidmbver morals. [...] Women are a
fascinating wilful sex. Every woman is a rebel, ambally in wild revolt against herself’
(Woman of No Importancdl, 51).

17 Cf. it was from Melthorpe, which is only two mieaway from here, that Lady Belton eloped
with Lord Fethersdale, | remember the occurrencéepty. Poor Lord Beldon died three days
afterwards of joy, or gout, | forget whichi{foman of No Importancé 8).

178 Cf. ‘But here we have the room of a sweet sairgsF natural flowers, books that don’t shock
one, pictures that one can look at without blush{yoman of No ImportancdV, 67), and
Woman of No ImportancéV, 74.

179 cf. Woman of No ImportancéV, 68.

189 Cf, Eltis, Wilde, 109.

181The puritans triumph, but the audience, as coptemary reviews demonstrated, found the ‘bad’
characters’ amoral wit more attractive than theojacharacters’ histrionic moralizing’ (Eltis,
Wilde, 118).
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With respect to the reception of the play, the mpia are quite contradictory.
Robert Tanitch and Eltis argue that the reviewsewsy and large favourabt&
Especially, Wilde's witty dialogues are said to @adveen praised, and Tanitch
cites William Archer, who wrote that ‘in intelle@lcaliber, artistic competence —
ay, and in dramatic instinct to boot Mr Wilde has mval among his fellow-
workers on stage’ (Tanitch, 198). Eltis maintainatA Woman of No Importance
was a considerable success as it ran for 113 peafwses.

Kerry Powell, on the other hand, points out thatia of 113 performances is not
impressive compared to Jonegse Dancing Girl which was performed 223
times!® Moreover, he argues thAtWoman of No Importanaeas also the least
successful of Wilde's plays with regard to critimid®* His argument can be
supported by a couple of reviews that are far fommplimentary*® In a scathing

review of the play, the critic for th@bserver for example, stated that

[i]f a Woman of No Importancevith its inconsistent characterization and
its inconclusive motives, with its inverted conumalis doing duty for
epigrams and strung together on a thin thread éipetory plot, with its
choice of a painfully hackneyed theme and its ab®rstraining after
originality of treatment — if this be indeed a stctory work of dramatic
art, then must we revise the standards by whichave been wont to test
such achievements. (quoted in Tydeman, 52)

In any case, the premiere audience seemed to hgoged the play as it ‘won
their vociferous applause’ (Tydeman, 52). Throutieodramatic works, such as
Jones’'sThe Dancing Gir] the plot was already familiar to the audience,and
interestingly, the character of Lord lllingworth svdirst played by the actor-
manager Herbert Beerbohm Tree, who had previousigessfully impersonated
the Duke of Guisebury, Drusilla Ives’ seducgt.

182 For a collection of some favourable reviewsAdfVoman of No Importanceee: Tanitch, 198f.
183 Cf. Powell,Oscar Wilde 60.

184 Cf. Powell,Oscar Wilde 55.

185 Cf. Tydeman, 51ff.

188 Cf. Eltis, Wilde, 114.
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4.3.6.The Eldest Son
— Freda Studdenham

The opening night of John Galsworthy’s plHye Eldest Sqmwritten in 1909, took
place in 1912. As in Grundy'BheNew Womaythe heroine, Freda Studdenham, is
a lady’s maid. This time, the complex of problemsreated in a more serious and
comprehensive way. Issues of class differencesdantle standards stand at its
centre. The plot focuses on the Cheshires, a fameillgnging to the landed gentry,
and the social changes of that time also seenntbtfieir way into the pla}?’ In
the context of the central female character’'s sibnait is worth mentioning that
Galsworthy seemed to have been interested in #tassof women and was also
ready to read specialised works on the subf&ct.

From the beginning of the first act, hints are ¢reqgb that Freda and Bill Cheshire,
Sir William’s eldest son, have a secret liaisonwaals the end of the act, the
audience or reader knows for certain that Fredgxpecting a child — the result of
a short love affair a couple of weeks before —thad Bill apparently has proposed
marriage to her. Their belonging to different cessseparates them, of which
Freda is highly aware. In contrast to Mrs Arbuthrgite even suggests to the
young Cheshire they break their engagement andipesnthat she will keep any
blame away from him by saying that ‘[he] needn’tddeaid [she]’ll say anything
when — it comes’ The Eldest Sqgn, 28). Bill, though, is determined to stand by
Freda’s side although his parents have other plamsind for his future. They
would appreciate if he married Mabel Lanfarne, ashlgirl with a respectable
family background, some money and, to top that,dgoding skills*®® Mabel's
status as an outsider to English conventions deitdrish background allows her
— similarly to Hester Wolsey iA Woman of No Importance to form judgments
about English society and the position of womeit.ilddressing the Cheshires,
she is able to state utterances such as, ‘| doerstand you English — lords of

the soil. The way you have of disposing of your &as’ (The Eldest Sqnl, 37).

187 SIR WILLIAM. [...] Unless we're true to our casteénd prepared to work for it, the landed
classes are going to go under to this infernal deat@ spirit in the air. The outlook’s very
serious. We're threatened in a hundred wayke(Eldest Sqgr, 25).

188 Cf. Fréchet, 186.

189 Cf. The Eldest Sqni, 26.
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Mabel, however, is far less puritan in her viewarntlthe American girl in Wilde’s
play.

It has to be conceded that Sir William would be teated if his son married
another girl, but marry he must in order to makeead to his gallivanting days.
The father also exerts pressure on Bill by remigdimm of his considerable debts
that he would be willing to settf@ The young Mr Cheshire, though, turns out to
have high moral standards. Even though his feelimgBreda have worn off since
their romance, he is determined to stand by her betause he ‘mean[s] to see
that nobody runs her downTKe Eldest Sanll, 43). As Iris and Trenwith in
Pinero’s play, they have planned to start afresiCamada. By the third act, it
becomes nonetheless evident that Bill starts toetepe misalliance. He is torn
between feelings of shame and morality, which iglenaelear when he tells his
brother that

[t]his is about as low-down as one could have dér®jppose — one’s
own mother’'s maid; we’ve known her since she wakigb. | see it now
that — I've got over the attack.

[..]

If you think | care two straws about the moralifytlee thing —
(The Eldest Sarill, 54)

Still, he would stick to his resolution, if Fred&dot have similarly distinctive
concepts of morality. Knowing that Sir William walitease to give his son any
money if he married her, she refuses his propdsatontrast to the heroines of
other plays, her fate as a Fallen Woman is far tieggc. Even her father is quick
to take her side and offers his suppdttMoreover, it is the first instance a female
character is able to decide over her fate. In thase of the play, she seems to
become more and more self-confident. Has she magasaive and obedient
impression at the beginning, she starts to asseget and to talk back to her
employers, for example by telling Lady Cheshiret ihahe — Freda — ‘[was] a
lady [she — Lady Cheshire — ] wouldn't talk liketh(The Eldest Saril, 46)%?

190 Cf, The Eldest San, 24f.

191 :She’ll not force herself where she’s not welcoréie may ha’ slipped her good name, but
she’ll keep her proper pride. I'll have mharity marriagein my family. [...] If the young
gentleman has tired of her in three months, asnd Iohan can see by the looks of him — she is
not for him! [...] She is not the first this has haped to since the world began, an’ she won't
be the last’ The Eldest Sanll, 73-74).

192 Cf. Weiss, 200.
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Until the end of the play, Bill would have been lmd to marry her and Freda
could have followed the way of putative societatatey. She decides on the
grounds of her inner moral values and considerbsBind her own happiness
above anything else. She does not want to impeltle fiture career and position,
and refuses to end up tied to a husband whosad@seior her have already cooled
down. Consequentially, as Sheo Bhushan Shukla sy{tibe Studdenhams score
a moral victory; The Cheshires “remain discomfitetfiough they breathe in
relief (Shukla, 115). Similarly, Chothia arguesath[tlhe ‘proper pride’ of the
working man’s rejection of ‘a charity marriage’ fois daughter shows where real
honour lies’ (ChothiaNew Drama 65). A societal scandal brought about by a
misalliance can be averted, but the price the Gressthave to pay is the

recognition of their own cowardice and double mstahdardd®®

Right at the beginning, the people associated thighCheshire household discuss
whether one of the employees, the under-keeper ibgnhas to marry a young

girl he has made pregnant. The opinions are divergied in a discussion between
Ronald Keith, married to one of the Cheshire daaightand the clergyman John
Latter, the former takes the side of prevalent inpeaceptions whereas the latter

holds the view of personal self-fulfillment:

LATTER. How do you imagine vice takes rise? Froragsely this sort
of thing of young Dunning’s.

KEITH. From human nature, | should have thoughhnld admit that |
don'’t like a fellow’s leavin’ a girl in the lurchhut | don’t see the use in
drawin’ hard and fast rules. You only have to bréak. Sir William and
you would just tie Dunning and the girl up togetheilly-nilly, to save
appearances, and ten to one but there’ll be theedeupay in a year’'s
time. You can’t take a horse to the water, you tcardke him drink.
LATTER. | entirely and absolutely disagree with you

KEITH. Good old John!

(The Eldest Sqn, 13)

Their argument, to some degree, reminds one ofatedialogue between Mrs
Arbuthnot and Lord lllingworth iA Woman of No Importancand as in Wilde’s
play, the traditional views on morality seem to di@e more and more out-dated.
Keith’s addressing Latter as ‘Good old John’ couid, this way, even be

interpreted as a somewhat patronising remark. Gpgetarances, however, have

193 Cf. Weiss, 148.
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to be kept up. For Sir William it is unthinkable have someone working for him
who does not give an impression of respectabifityPropriety is important and

personal happiness only plays a subordinate rdhe Jeduced country girl is

aware of the fact that Dunning is not in love wligr, and she herself is not very
fond of him either, but she has set her mind omm@xishing a wedding because
it is the only thing that is considered proper ér hircumstances”

The Cheshires’ attitude changes completely whewp biag@pen to learn that their
eldest son is entangled in exactly the same smuand convinced to do what his
sense of morality commands him to do. To Lady Cineshit is not
comprehensible at first that her son could reallyehfallen in love with a lady’s
maid. For her, deep sentiments between membersiftdremt classes are
inconceibable. She would understand if it had dodgn a short and meaningless
affair, but not that the result of it should be rimgel® Even though Freda has
been part of the Cheshire household since her, kivthdifferences in upbringing
that would divide Bill and her are insurmountabtetie eyes of Lady Cheshire.
She warns her eldest son by pointing out, ‘[i]t® mse being sentimental — for
people brought up as we are to have different maniseworse than to have
different souls. [...] Your father will never forgiwou’ (The Eldest Sanll, 44).
The other family members, with perhaps the exceptibthe youngest daughter
Dot, are shocked as well, when they first hear altbe engagement’ They
repress the notion that they are in fact upholdidoyble standards by their
reaction, even though they seem to be quite awateem. When Keith alludes to
the whole hypocrisy that would be involved if SinlN&m forbade the marriage,
he is immediately vehemently interrupteéfi Shukla argues that Bill’s father is not
ashamed when it comes to abandoning his so-calbedlity in order to uphold the
caste system in which he stubbornly and unshakadligves-*® Issues of female
emancipation are closely interrelated with questioh class, and in a general

discussion of Galsworthy, Fan points out that he

194 Cf. The Eldest Sar, 16.

195 Cf. The Eldest Saoril, 32f.

1% ADY CHESHIRE. [Baffled, but unconvincddDo you mean that your love for her has just
been what it might have been for a ladyfh¢ Eldest Saril, 43).

97 Cf. The Eldest SaH, 51f.

198 KEITH. H'm! Hard case! Man who reads family prageand lessons on Sunday forbids son to

CHRISTINE. Ronny! TheEldest Sonlll, 58).
199 Cf. Shukla, 19.
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now dare[s] to defy the old mores, to assert thividual’s will against
societal authority. [...] Galsworthy break[s] with raeention and
propriety to expose the social game as a sham rcohsif appearances
and chicanery that gilds the status quo, perpeigdhe inequities of the
existing economic hierarchy. (Fan, 185)

Furthermore, it seems that issues of caste are atdiee centre of the play than
those of female independence. To Sanford Sternl@htsworthy’s target imhe
Eldest Sons ‘the blatant control and manipulation of theveoful over the weak’
(Sternlicht, 107). It is also interesting to poot that, throughout the plot, the
characters of the Cheshire estate are continudlligiag to T.W. Robertson’s
Caste a play they are rehearsing. Similarly to the @eniance oL.overs’ Vowsn
Austen’sMansfield Park it appears to function as a comment on the ewdritse
household. First performed in 188Zasteis about George D’Alroy, an aristocrat,
who falls in love with the ballet dancer Esther [Escand has set his mind on
marrying her. Especially in the first act, theree aepeated references to the
impossibility of their affection as the gap betwetheir respective classes is
believed to be insurmountable. Finally, howevenappy ending ensues and even
George’s class-conscious mother is reconciled thighsituation. The class-system
is not put into question in the same way as in @afthy’s play*® Double
standards are further evident by the characterseigé assumption that bearing an
illegitimate child has less serious consequencea f&rvant than for a lad{*

Moreover, women are not on an equal footing withnnre Galsworthy’s play
either. Being a woman is viewed to entail quife\a disadvantages by the female
characters, or else Dot Cheshire would not claiat flshe]'d sooner be a private
in a German regiment than a womanhé¢ Eldest Sqnl, 50). As in other plays
where women have been referred to as paintingkitoiren, they are compared to

puppies with respect to their faithfulness by ofdd8enham iThe Eldest Saoff?

By the timeThe Eldest Sormwas first performed, neither the situation nor the

philosophy of the drama was new to the audienamedaGindin argues that, in

2 Cf. Weiss, 228f.

21And, after all, what's coming won't affect her d@she’d been a ladyThe Eldest Sarill, 61).

202 \STUDDENHAM. Wonderful faithful creatures [i.e. ¢hpuppies]; follow you like a woman.
You can’t shake ‘em off anyhowTheEldest Sonll, 52).
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fact, it resembled other plays to a large extent stresses particularly its relation
to Stanley Houghton'slindle Wakesn this connectio®

4.4. New Women

4.4.1.Jane Clegg
— Jane Clegg

First performed at the Gaiety Theatre in Manchasté913, St John Ervine’s play
stands out as it focuses on characters with a lowedle-class class background.
The plot centres on one nuclear family — mothetheg two children and
grandmother. The eponymous heroine does not haveoanh of fallenness about
her. On the contrary, she almost seems too irrepadde to be modelled on
reality. Jane Clegg’s innate conceptions of moralét her apart from all the other
characters in the play. As the analysis of Ervingdy will reveal, Jane’s general
goodness has less to do with the common idealeoAtigel in the House or with
Christian notions, as it might prima facie appduau rather with her inner moral
standards and her clear-sighted understanding ofsit@ation. Moreover, her

thoughts are at times closely linked to those efflew Woman movement.

From the beginning of the play, Jane Clegg, wifeadfravelling salesman and
mother of a son and a daughter, is establisheldeaspitome of righteousness and
virtue. Soon, the audience, or reader, gets to rstated that the relationship
between husband and wife is far from harmoniousirid€legg seems to be out a
lot and his mother also alludes to a previous exarital affair of hig>
Nonetheless, Jane Clegg, in a true angel-of-thadwike manner, does not fail to
defend her husband against the other family mermbepsoaches. Unlike other

characters, she reacts calmly and cautiously, asdahrealistic, if not resigned

203 1By November 1912]The Eldest Soseemed very much like other plays, particularign®ty

Houghton’sHindle Wakesenough so that Galsworthy wrote to Houghton sayirat the play
had been written and delivered in 1909, the idemc¢eived in 1906”, and that the similarities
of “situation” and “philosophy” were coincidentdGindin, 201).

2044 ook at the way you took it when ‘e went afteatiwoman!* Jane Cleggl, 148).
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attitude to her situation. She does not make aesaanplans revenge, but
vindicates her subjectedness by her assertiorstfeahas to make allowances and
cannot prevent her husband from doing what he want® anyway° Jane has a
clear understanding of women'’s status in societycdntrast to characters such as
Phillips’ Nelly Armroyd or Jones’s Susan Harabihgesdoes not think of leaving
Henry because she is aware of the fate that wouddt dner. She would be treated
as an outcast of society because, as she pyw@|vwpman who leaves her husband
on moral grounds is treated as badly as a woman rwhe away with another
man’ Jane Cleggl, 163). It would, however, not do her justiceriterpret her as
utterly passive, unquestioningly accepting tradigloconcepts of marriage, and
piously sticking to the maxim of ‘till death do ygart’. Quite on the contrary, she
does ask herself why it would not be considerekitrig leave her husbartf

The situation in the Clegg household is mirroredthgir children’s game, the
rules of which the elder brother Johnnie explaioshts grandmother: ‘I'm
pretending to be mother, and Jenny’s pretendingetdather. We're building a
house with these bricks, but it's no good... Jenngplkeknocking it all down’
(Jane Clegg 1, 158). Even after Jenny has ended the gameelblaing it too
boring, they continue to act according to their bgiit roles as ‘father’ and
‘mother’ that they have adopted before. Jennyublstrnly unwilling to apologise
to her brother, strikes him, and refuses to helpub away the bricks she has
scattered about the room. To further clarify thagion in the household, her
grandmother compares Jenny’s behaviour to her sehisn he was the girl's
age®”’

Old Mrs Clegg, in general, seems to embody theevoictraditional beliefs and
presumed Christian values that would, for examfayid a woman to leave her
husband. Even though it is not always clear if igadly thinks that her notions are
justified, she constantly reminds her daughterain-bf them. Jane does not simply
accept them as rightful, but begins to questionmtireore and more, while her

mother-in-law perpetuates theéffi. In this respect, their attitudes almost seem

205¢cf, Jane Cleggl, 162.

206 cf Jane Cleggl, 163.

27 That child gets more ‘eadstrong every day. Jik& ler father was, bless ‘er. And yet | can’t
help likin’ ‘er for it. It reminds me of ‘im w'ené was ‘er age!"Jane Cleggl, 161).

‘JANE CLEGG. [...] Oh, isn’t it awful to think thdtshall sit here always, mending things and
waiting for Henry to come home!

MRS. CLEGG. No, it isn't awful at all. It's nacheit’s always bin like that, and it always will,
It's no good flyin’ in the face of Providencelgne Cleggl, 165).
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diametrically opposed, representing the ‘old’ aheé New Woman. Jane also
appears to be more educated than Henry’s motheh@&sat least in the written
version of the play, does not have any recognisdidéect whereas the older
woman, for example, often drops the initial h inrd&) a characteristic element of
Cockney English, but also of quite a few other ksigldialect varieties and
typically associated with the working clas$&s.

Henry’s mother does not produce real argumentspiaintains that she is correct
basically on the grounds that the role ascribedvémnan has always been the
same. Moreover, she maintains that it would be’3ahgy to hand all the money
she owns to Henry.

In general, financial autonomy is a vital factor §@ane to gain some independence
in her marriage. Due to her uncle’s financial suppshe gets the opportunity to
assert herself to some degree. She categoricéllgya® to hand any of that money
to her husband despite his and her mother-in-lawjseated entreaties. This
situation appears to be quite revolutionary, asriiémn eager not to let anyone
know that his wife would not hand any of her mowegr to him. In his eyes, this
circumstance becoming publicly known would ‘mak&[inan look such a damned
fool' (Jane Cleggl, 170). To him and the bookie Munce, a man tomvhhe is
indebted, it is unconceivable that the husbanth@asead of the family, should not
be able to dispose of his wife’s savirfgdNonetheless, Mr Clegg is rather capable
of stealing money from the company he works fontbgtelling his wife about the
reasons for his need of money, namely that the wadneais having an affair with
is pregnant with his child and that he plans tosdethe country with her. When
part of the truth — that her husband unlawfullyhegsin a company’s check — is
disclosed to Jane, she first and foremost thinkaigher family’s wellbeing and
reputation. She does not hesitate to volunteemdafig all the money out of her
own purse and to offer a move to Canada as lorigeasase is not made pubfic.
Her acting like a martyr is also somewhat sarcalijicdecognised by Henr?
Jane does have an independent side to her charatieh becomes noticeable,
when she does not let her husband have her sapingken she urges him to tell
her what has become of the check. However, towtlrelsend of the second act,

209 cf, <http://en.wikipedia.org/wiki/English_languadge England> [5 September 2008]
29¢t Jane Cleggl, 178.

21 cf, Jane Cleggll, 198.

Z2*HENRY CLEGG. pullenly] No good making a martyr of yourselfigne Cleggll, 199).
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she is still closer to an Angel in the House tham ttruly independent woman as

the following conversation indicates:

MRS. CLEGG. What better use could you make of ftieney] than to
save your ‘husband’s good name?

JANE CLEGG. peginning to clear away the remnants of the njeés,
| suppose it's a great privilege.

HENRY CLEGG. [...] You're a jolly good sort, Jane. Yare, straight.
(Jane Cleggll, 201)

One cannot help but wonder, though, if Jane’s rknsicompletely free of any
cynicism. By degrees, it becomes evident that dZlegg is far less obedient and
passive than the beginning of the first act migiwenindicated. She has money
and, consequently, is the one in charge withinfaingly, which is sooner or later
also acknowledged by Henf{? In the final act, having the upper hand finangiall
allows her to have the upper hand within the famigr husband’s future depends
on her mercy and, for the first time, it is not aman who is desperate in terms of
her position in society, but a man. Has it takenade character like Maldonado to
help Iris out in pecuniary difficulties, it is now female character who saves a
man?'* The money also aids her in finally finding out tiveole truth about her

husband’s affair. Similarly, Elaine Aston argueatth

[the usual imbalance of power between the patnigas head of the

family) and the mother (as powerless comforter suqgporter) is reversed
by virtue of Jane having money of her own. It ismay, the play teaches,
which may give a wife and mother the power to leage marriage and

survive without a husband’s support. Jane’s pasiibthe end of the play
is sad but resolute, in contrast to her husbanathanging weakness and
incompetence. (Aston, 217)

Jane Clegq is financially and morally superior tenH/, who cannot easily cope
with this situation. She is saint-like and infaljitvirtuous, which is too much to
bear for her husband. It seems that this aspetheoideal of the Angel in the
House, which she represents, has become less smddsirable by 1913. When it

comes to money matters, women still appear to eeped as dependents. Female

#34Jane has all the money, and she’s the boss Wave got to do what she tells usape Clegg
I, 204).

24 *HENRY CLEGG. [...] Good God, man, | might be aresstthis evening. Jane, you'll get me
out of it, won't you? | couldn’t stand it. Look hegrl swear I'll be a good husband to you, | will.
I'll swear it on the Bible, if you like’ fane Clegglll, 212).
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preeminence is intimidating for Henry Clegg. He vas for a companion who
neither outdoes him morally nor financially, as h®nologue in the final act

indicates:

I’'m not a bad chap, really. I'm just weak. I'll kzd right if | had a lot of
money and a wife that wasn’t better than | am .. dmow Jane! You are
better than | am. Any fool can see that! It doedio'ta chap much good to
be living with a woman who’s his superior, at least that sort of chap |
am. | ought to have married a woman like myseladsit worse. Jane
Clegg lll, 225)

To Henry, Jane is too composed and cold. She isnebmanly woman in the
sense that she makes a man feel that he is neededigport. Kitty, his lover,
seems to be quite the contrary. She is describdabiag scared by the situation

and unable to deal with it on her own, which drit#sry to take care of h&P

Jane Clegg’s attitude to her marriage is that aficdern woman. She comes to
realise that she and her husband are ill-suite@dch other and lets him go quite
easily. In doing so, she places their personal inggp above religious commands,

which even makes her husband wonder,

[b]ut still 1 believe in religion. | mean to say,khow I'm not doing the
right thing. I'm going away with Kitty, but | knowm doing wrong. It's
religion tells me that. You don’t seem to underdtéimat. You talk as if it
was just the case of you and me not suiting.. &adl was all. It's not
right. You ask mother! She wouldn’'t talk as you'talking. That’s
because she’s religious. If she were you, she vwiulet me go quietly.
(Jane Clegglll, 228)

Like Freda in Galsworthy'3he Eldest Sqnlane seems to follow her own moral
standards that are not necessarily dictated bychinech or society. It has to be
conceded, though, that the character of Jane’sipo$s potentially more difficult.
She is older, does not really have the support mdrant, and has two children to
take care of. Henry’'s mother, moreover, certairdg b concept of right and wrong
as well, but hers is dictated by religion. In trespect she belongs to the league of
the ‘old’ women, abiding by Victorian ideals of natity and conduct, whereas

Jane can be considered as a New Woman.

25t Jane Clegglll, 226f.
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Contemporary developments concerning the role aherm in society find their
way into the play. The New Woman movement’'s denmfanchn improvement of
female education, for instance, is reflected ineJawish to be educated. She says
that she ‘want[s] to know things. [She] hate[s]ngetold to do things without
knowing why [she] should do them. [To her], [i]tekm’'t seem right somehow to
have a mind and not use ifgne Cleggl, 165).

Working women are mentioned, but are scorned byryHdte believes that they
do not take work seriously as a means to suppernhsielves because behind each
woman there still stands a responsible father wiits phe strings. Furthermore,
Mr Clegg thinks that women take jobs away from nbgnstating, ‘[tlhese girls
comin’ into offices, what responsibility have thggt, eh? Live on their fathers
they do, and then go and take low salaries andhélio tathers out of jobs'Jane
Clegg I, 168).

As Henry’s mother maintains traditional beliefs,eshlso adheres to a clear
separation of the typically male and female charatcaits and of the two genders’
respective spherés®

Jane Clegg is highly aware of the double standévatsare applied when it comes
to men’s sexual pasts. ‘He knew that woman beferenarried me. If he told a lie
about his samples, he’d be put in jail, but no timeks anything of his lying to
me’ (Jane Cleggl, 164). This intrinsic iniquity, though, is natknowledged by
men. They do not intend to change anything abaasthtus quo, where different
codes of behaviour apply to men and women. As $ha&d in The Case of
Rebellious Susaputs it, ‘what is sauce for the goose will neversaece for the
gander’ Rebellious Susan, 112). In the context of Ervine’s play, perpeting
the status quo means that men are not morally conee if they ask for their
wife’s money without telling them for what they ke while spending it on horse
races and lovers’

Nevertheless, women like Jane become more and awaee of this inequality

between men and women and begin to successfulbftragainst it.

Z1%They are not made like us, men aren¥afie Cleggl, 166).
217 Cf. Jane Cleggl, 174ff.
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The play proved to be a major success in the 1812ason at the Gaiety Theatre
in Manchestef’®

4.4.2.1ndependent Means
—Sydney Forsyth

Stanley Houghton’s play was first performed in 18@%e Gaiety Theatre — three
years before the premiere dane Cleggtook place there. In this context, it is
significant to bear in mind that Manchester wagypgesive in cultural, social and
political terms. At the turn of the century, it ‘e/aeputed to be Britain’s most
progressive and open-minded city’ (Stilz, 135). Btrer, the Gaiety Theatre had
been founded in 1908 as a repertory theatre, wheags by local and
contemporary dramatists were favouféd.

Among the characters of Houghton’s play, a modethef New Woman can be
found in Sidney. She is a ‘suffragette heroine’ @i, New Drama 77) married
to Edgar Forsyth, whose family belongs to the geafrnorthern England. A yet
unencountered concept is that circumstances maketman with an upper-class
background look for work as a typist, a job whichesis to hold down

competently.

Again, a gap between ‘old’ and ‘new’ woman, sepagatwo generations, seems
apparent. The former is represented by Sidney'semnah-law, a class-conscious,
angel-like woman, who supervises the householdeflily and efficiently??°
Soon it is established that both traditional ads towards womanhood and the
status of the gentry, embodied by Mr John Craveh Mrs Mary Forsyth, are in
demise. Interestingly, the core of their marriag@aointedly described in the stage

directions:

[n]either is accustomed to show a trace of feelmghe presence of the
other. The fact is, both care very much for themyoson, but any

#8Cf, Aston, 217.

19 Cf. Stilz, 136.

2204\MRS. FORSYTH is a charming, well-preserved wonsdiforty-five. Her sweet temper and her
sense of class enable her to face all sorts ofopsrand events kindly and equably’
(Independent Means, 9-10).
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affection for one another that may have existeditrag since given place
to scrupulous politenessnflependent Means, 12)

This short observation on the inner structure efrthelationship seems to suggest
that Houghton sees matrimony from a critical andfes Forsyth seems to be
aware that shei$] a little bit old-fashioned’ Ihdependent Means, 26), but she

does never really question traditionally attribuggehder roles, whereas Sidney
does. This opposition is already evident when the women meet for the first

time in the play. Triggered off by Mrs Forsyth’ssagion that her son’s nurse has
doted on him ever since he was an infant, the ®woale characters voice their

difference of opinion:

MRS. F. [...] She was Edgar’s nurse, you know, Sidr&he has adored
him for twenty-five years.

SIDNEY. That’s a long time for a woman to worshiman.

MRS. F. When they are not husband and wife, perhaps

(Independent Means, 15)

By and by, Mary Forsyth begins to be more awarghef shortcomings in her
marriage. Her daughter-in-law’s unconventionalityakes her realise that,
similarly to Pinero’s Iris, she does not want todvened and treated by a man like
a valuable object. Addressing Mr Forsyth, she eagtigat they ‘are both
ornamental and valuable things to have about thisdigindependent Meansdl,
48). It is interesting to note that, in this cabejng compared to an item of
property does not only apply to the wife, but te thusband as well. Edgar’'s
mother wishes to experience passion within her iagerand, surprisingly, the
lower classes appear to be a role model for hehigirespect. To her, ‘[tlhose
people are not merely pretending to be husbandwnaieg with a chasm between
them’ (ndependent Meandl, 48).

Issues of class and gender develop side by sidbelsame way that Mrs Forsyth
stands for the traditional female role model, sheé aer husband also represent a
class which is gradually losing its significanceta beginning of the 30century.
Like Sir William Cheshire infThe Eldest SqQrivir Forsyth is proud of his position
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in society, but also aware of the ongoing reformatprocesse&’ It soon
becomes evident that the gentry’s attitudes areesdgrat remote from reality.
Edgar, for example, does not have any idea of thkthaof money and insists on
his father buying him a car simply because ‘he rhast a car to mess about with’
(Independent Means, 19). The fact that neither Edgar nor his fatten afford a
new automobile is not really taken into consideratiThis heedless handling of
money matters, makes the upper-class appear onfguirvival, and leads to the
Forsyths’ bankruptcy. The stage directions indichte a year has passed between
the first and the second act, and the audiencen&ranted with Mr Forsyth’s
acknowledgement of his critical pecuniary situatemd his complete financial
ruin. Tellingly, it is Mr Ritchie, a tradesman afrtend of the family, who helps
out. He buys the Forsyth estate and procures Sidn@b as a typist for his
company. That the upper-class gradually losest#ts is also exemplified by
Jane, the Forsyths’ servant, who obtains a largeritance precisely at the same
time the Forsyths lose all their money. Both Jand Mr Ritchie are upright

characters who offer the insolvent family to aidrthfinancially if needs be.

All too romantic ideas about marriage are not ahcarded in the portrayal of Mr
and Mrs Forsyth’s relationship, but also in thatofgar and Sidney. Before the
wedding, Edgar’s conception of matrimony seemsaeehbeen shaped by fiction

rather than by fact as a conversation with his motaveals:

EDGAR. [...], it's no good pretending that marriage the end of
everything. | used to think it was always a casevefiding-bells and live
happy ever afterwards.

MRS. F. Ah, you alwayweretoo fond of the theatre.

EDGAR. Well, in my experience —

MRS. F. Your experience! Oh come, Edgar!

EDGAR. It's only five weeks, but its experience. In my experience
marriage is the beginning of everything. It's omlffer you are married
that you begin to find things out.

(Independent Means, 23)

Indeed, the troubles in Sidney and Edgar's relatigm begin soon after the
wedding because they did not get to know each atimeoughly beforehand. They

221\ EORSYTH. [...] Nowadays one is hardly a gentlenuatess one sells something. What Ritchie
lacks is finish, the delicate, intangible qualityhieh is inherited and cannot be acquired’
(Independent Means, 18-19)
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have different attitudes to almost anything. Dissems already arise during their
honeymoon, when Edgar does not want to stay inrémey and uneventful
Russmullion whereas Sidney does not accept herahd&b offer to go to the
French Riviera instead. These complications makectiuple return home earlier.
There, Edgar confides in his mother the insightshée gained about his newly
wedded wife, namely that she shows signs of beiteyested in politics, and that
her political views diverge from his conservativiees. Moreover, Sidney is not
eager to go to church, which, according to Edgaien a woman look b&d Al
these are indications that he has in fact marrigéw \WWoman.

The character of Sidney comes close to that oflealiNew Woman. She does not
only look ‘capable and companionabléhdependent Means, 13), but also has
clear ideas of her own. She pronouncedly diffepsnfthe obedient and angel-like
wife by asserting that her core principle is notémain loyal to her husband but
to ‘be loyal to [her]self, first of all'lbdependent Meandl, 49).

Have women previously used their charms to recegifis and their spouses’
attention, Sidney now tries to employ them in ortteconvince Edgar of moral
and political concepts. Unlike Elaine ShrimptonTine Case of Rebellious Susan
Sidney is not portrayed as an unreasonable creatutecaricature of the New
Woman, but as a level-headed character who evesasppo be intellectually
superior to her husband. She blames his up-bringimdy argues that ‘[i]jt never
struck [her] when [they] were engaged, but he yeaalkerribly behind the times’,
and is determined to overcome this and to ‘simpbnvincel[ing] him by
unanswerable argumentdhdependent Meand, 26). Sidney herself seems to
have been influenced by her late father, a litenaign with advanced liberal
opinions®® Furthermore, she is in contact with Mrs Pangboume'sort of
suffragette’ [ndependent Meandl, 36), a connection that is eyed distrustfuily
Edgar because he is afraid that ‘Sid will get haold some of her ideas’
(Independent Meandl, 36). Neither he nor his mother or Jane, themmer
servant, realise at first that Sidney could beng way involved in the suffragist
movement. Letters from the Women’s Social and RalitUnion announcing a

demonstration are treated scornfully and their mensitmeasures are ridiculétf.

222 cf, Independent Means, 24.
22 Cf. Independent Means, 29.
224 JANE. Goodness, Master Edgar, what will they eatf
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As the Forsyth family has been portrayed as anteidih from the beginning,
belonging to a class that is slowly losing impoc&nSidney does not come off as
an ‘unnatural’ or unwomanly woman, but as moderd kkeable. When Edgar
finds out that his wife is in fact on the committeethe Women’s Social and
Political Union, a dispute between the two unfolbfscontrast to the arguments
between Elaine and Sir Kato ifthe Case of Rebellious Susdmowever, the
woman’s line of reasoning is the more reasonable this time. Edgar is
predominantly concerned with the effects that hie'w activities will have on his
reputation, whereas Sidney appears to have ther ingpel by making a rational
case for societal changes. She questions her hdisbkw-given authority to
forbid her to get politically involved becausedthiased on laws that were made by
men®?®> Have other male characters found ways to reastgie sovereignty,
Edgar is left quite helpless. Later on in the phakien he wants to prevent Sidney
from earning money outside the home by calling sralthority as a husband, she
tells him that she ‘[doesn’t] admit [he has] angdathat she ‘willnot be bound by
[him] or [his ideas] because ‘[she] must think {tier]self’ (Independent Means
11, 72).

Moreover, Sidney breaks once and for all with tliehé of the Angel in the House
and basically denounces it as male fantasy. Whegaigells her that ‘[a] man can

do things that a woman can’tindependent Meandl, 40), she retorts,

[tlhen he oughtn’t to, that's all. You hold the emtal view of women;
you'd like to have us all shut up in harems. Yoinkhthat we're soft,
clinging creatures who only exist for your own dél. | can tell you that
it is not my idea, nor the idea of any woman ofrisp{Independent
Means I, 40)

Edgar replies to this pronouncement that he stiliehes a woman’s proper place
to be the home, whereupon Sidney counters thatideial would be a wife
‘scrubbing the floor, while the man sits drinking the public house’ and that
‘[his] ideas are a hundred years oltfidependent Meandl, 40).

It has to be conceded, though, that occasionaltydstes conform to the parodies

of the New Women as ‘the shrieking sisterhood’. et reaction upon learning

EDGAR. Heaven knows! Wear trousers, | expect.
JANE (@rinning broadly. Oh, Master Edgar! What things you do sajidependent Mean#l,
37).

22> Cf. Independent Mean$l, 39.
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about the Forsyths’ bankruptcy is ‘to burst inthhard, almost hysterical peal of
laughter’ (ndependent Meandl, 42) and to undermine Mr Forsyth’s status as
head of and provider for the famif§f This strong reaction is, however, mainly
triggered off by her husband’s previous claim tm&in and women will never be
equal, as the former are the more intelligent andguful sex, whose duty is to go
out into the world and bring home the baéoh.

Sidney is practical and direct, and she does nmsgbver facts. When she and
Edgar learn about the Forsyths’ insolvency, sheoaaghes Mr Forsyth with not
telling them earlier because she would have beém tabgive him advice. She
even begins to criticise his standard of living ddy and almost insultingly.
Sidney goes on to compare the privileges of theetpfass with those of men. To

her, class inequality and gender imbalance becateechangeable:

You criticise my ideas and call them impossible.lWeell you what, if
you had more of my impossible ideas and less afehad your class and
your sex, you might be less of a gentleman, butdytme a good deal
more of a man.lddependent Meandl, 45)

By the third act, the traditional distribution oérger roles in Sidney and Edgar’s
marriage is reversed and double standards areré¢lvesled. With the help of Mr
Ritchie, Sidney has found a livelihood and suppdhis family, whereas her
husband is not able to find work. At first, he tdifficulties in reassessing his
fixed concepts of the different spheres ascribechém and women. He concedes
that he is not really fit for work as his educatlwas not prepared him for it. At the
same time, he believes that not being able to geotor his family makes him
look like a fool?®® Initially, it seems that he would rather be widfito starve than
to let his wife support the family financially. mecally, he pleads with his wife to
be reasonable in this situation. By the fourth hetlearns to cope with the new
circumstances. His father, on the contrary, stlbbgs to a generation that is even
less adaptable to social changes. The loss oftdtassas the family’s provider
leads him to alcoholism. The role of the familyisagdian is taken over by Sidney.
She does not only earn money, but also protectsni@her-in-law from Mr

Forsyth’s verbal attacks. Unlike Mrs Forsyth, theugyger woman has no

226.5IDNEY. Behold the strong intelligent man who hgme out into the world to provide for his
wife and children’ (hdependent Meandl, 42-43).

227 |ndependent Mean$l, 41

228 Cf, Independent Meandll, 65.
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inhibitions to talk back to a man. Therefore, stlistMr Forsyth that she ‘will not
leave this house while mother is in it, unless Edgéends to protect her from
insult and even adds that ‘[i]f [she] had been[kdgar’'s] place [she]'d have
knocked him down’ Ihdependent Meansll, 70). Protecting Mrs Forsyth, then,
becomes obsolete as Mr Forsyth dies from a stroltkeeaend of the third act. It
almost appears that now male characters who areapaible of adapting to new
social changes have to succumb to a premature dedtie same way Fallen
Women did in earlier plays.

Sidney is a determined, competent and self-confideman who knows of her
qualities?® and often leaves the other character at a losgads. When Edgar is
opposed to her working at first, she threatens \e#lving him and, in contrast to
characters like Penelope O’Farrell or Susan Haradlie really seems to mean
it.?*° Having already found a job, it would not be toffidilt for her to make ends
meet without male assistance. In the course ofldbeact, the audience gets to
know that she really put her warnings into practlder most important maxim is
to stay loyal to herself and consenting to a commige, as the previously
mentioned characters do, is out of the questiomdof>

Nonetheless, she is still in love with Ed§#r,and aided by Mr Ritchie’s
manoeuvre$® she is willing to take him back on the conditidvatt he does not
call into doubt her freedom of thought ever agdihis time, it is the male
character who has to make allowances.

In contrast to the previous developments in the,pfdney is to a great extent
reconciled with the picture of the Angel in the Beuln her thoughts she might be
absolutely free, but her acts seem to speak areliffdanguage. She tells Edgar
that she is expecting a child and that the dutymotherhood shall stand above the
duty of earning a living in her future life. Theoe¢, Elaine Aston argues that in
Independent Means[r]e-alignment with the conservative defencetloé family

unit is affirmed [...] by the ultimate reconciliatidretween husband and wife, and

229 cf, Independent Meansll, 71.

#0EDGAR. You are assuming a great deal if you thihét | shall forget this when you come
back and beg me to forgive you.
SIDNEY. Youwill have to ask me to come backytou and you will have to admit my right to
have to think freely for myself before | do stidependent Meandll, 73).

1 SIDNEY. A compromise is always wrong. It is a ceifagainst one’s selfifdependent Means
IV, 88)

232 cf, Independent MeansV, 86.
233 According to Gaberthuel, Mr Ritchie’s characterhibits signs of araisonneur (Cf.
Gaberthuel, 45).
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the disclosure of Sydney’s pregnancy’ (Aston, 2M\2preover, Sydney expresses
her gratefulness to Edgar about his wanting herotoe back, as she would not
have been able to cope with raising a child ondven?** Speaking of children
and inverted gender roles, it is furthermore irgéng to note that, unlike most of
the other plays, it seems that men are more pronghildlike behaviour than
women. Talking about her husband, Sidney sayshthad ‘a dear boy’ and thinks
that ‘he’s tremendously young for his ageidependent Means, 25).

After the first performance ofndependent Meangn Manchester in 1909, it
became part of the repertoire there again in 1980,1, and 1914, but never
reached London stagé¥.

Later, Houghton criticised his own play and regdrideas ‘the weakest play [he
has] ever written’ (Houghton, quoted in Gaberthug®). Marcel Gaberthuel
stresses the playwright’'s endeavours to make afoaseo many social problems
in Independent Meandnstead of focusing on one issue, Houghton destls
three: capitalism, the English gentleman and higcation, and the position of
women in society>® Thus, the locaDaily Dispatch for example, criticised the
play’s composition by describing it as a ‘small dlenof sociological pamphlets
done up as a comedyDA&ily Dispatchquoted in Aston, 112). As a consequence,
the composition of characters appears construatddess organic than in plays
like Hindle Wakes which will be analysed subsequently. Moreovermeo
melodramatic elements, the sudden announcement ¢iokdyth’s death and Mrs

Forsyth’s ensuing swoon, for example, can stilfduend ?*’

4.4.3.Hindle Wakes
—Fanny Hawthorn

Hindle Wakesanother play by Stanley Houghton, was first penked in London
in 1912. Set in the North of England, in Lancashites a play that deals with

Z4:5IDNEY. I'm so glad you asked me to come backda to-day; if you hadn't, | believe |
should have asked you to take me babkdépendent MeansV, 92).

235 Cf, Gaberthuel, 38.

236 Cf, Gaberthuel, 39.

%7 Cf. Gaberthuel, 43.
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social differences again. Christopher Hawthorn kisddaughter Fanny both work
at Daisy Bank Mill. They are contrasted with théfclde family, who owns the
mill. In contrast to the well-to-do families in @hplays, Mr Jeffcote started from
humble beginnings and created his wealth throughd Habour and clever
investments.

Fanny resembles Sidneylimdependent Meanssofar as she is a working woman
as well. It has to be conceded, though, thatfiridess revolutionary for a female
character like Fanny with a working-class backgobtocontribute to the family’s
living. Generally, female labour is seen in a mdémgourable light inHindle
Wakes® Moreover, economic independence is again the fatiom on which the
main female character’s self-determination is b&sed

The ground-breaking element about Fanny's charasténat she is a sexually
liberated woman; she is able to choose her indeperedfrom men deliberately
and to lead her life according to her own princpf@

Even though Fanny still lives under the same raohar parents, she does not
seem to feel obliged to give account of each of lewvements as the initial
passages of the play indicate. She has gone away 6ouple of days without
telling her parents about her precise whereabdtis.only clue is a postcard with
a picture of Blackpool, and, thus, her parents lafe in a state of helpless

insecurity as the following dialogue between thedvid Mrs Hawthorn reveals:

MRS. HAWTHORN. [...] What are you going to say to Rgrwhen she
comes?

CHRISTOPHER. Ask her where she’s been.

MRS. HAWTHORN. Ask her where she’s been! Of courgell do that.
But suppose she won't tell us?

CHRISTOPHER. She’s always been a good girl.

MRS. HAWTHORN. She’s always gone her own road.

(Hindle Wakesl, 92)

238 Fanny] had to work at the loom for her livingndithat does no woman any harrhfirdle

Wakeslll, 165).

239 Cf. Gaberthuel, 124.

240 ‘Fanny ist die typische Vertreterin der emanzigernew woman dargestellt an einem
Extremfall der freien Sexualitat' ['Fanny is theptgal representative oft he emancipated New
Woman, exemplified through an extreme case of $mauality’, [my translation]] (Gaberthuel,
120).
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It is also interesting to note that Mrs Hawthorill steems to represent the
traditional woman who accepts her husband’s sogetgiand power of decision.
Naturally, he is to settle their future steps witlgard to their daughter. Moreover,
Christopher Hawthorn does not appear to be uttenhwinced of Fanny’s being ‘a
good girl’ as he is quick to presume that she wwIved in something worse than
just a mystery*! His apprehension turns out to be justified. Onregurn, Fanny
tells her parents that she has spent the daysawitiend, Mary Hollins, which
soon turns out to be a lie. Stubbornly, Fanny g&sh her alibi and turns out to be
quite a rebellious girl, who questions any formaathority — in one instance, even
God is called into doubt. When her parents poirittbat the impossibility of her
stay in Blackpool together with Mary is ‘[a]s centas there’s a God in Heaven’,
Fanny replies that ‘that’'s not certain after aHiifdle Wakesl, 96). She goes on
refusing to disclose where and with whom she hastsihe last couple of days,
but nevertheless the truth comes out graduallgt Firis established that she went
away with a man. The subsequent opinions aboutctrsequences of such
behaviour are split and show a gap between thergimes, between ‘old’ and
‘new’, once again. Correspondingly, Gaberthuel asgthat the plot oHindle
Wakesis taking place in an epoch of transition, where éstablished norms of
society are no longer unquestioningly regardedirditig >*> For Fanny’s parents
it is evident that she is disgraced and that tHg solution is to “marry the lad”.
They rebuke her and say that she should have geitehif she had been that
curious about men. Fanny, though, clearly has alrofrher own as she considers
marriage not to be a necessity at?&llThen, Mr and Mrs Hawthorn also find out
that their daughter went to Lllandudno in the compaf Alan Jeffcote, the mill-
owner’s son. Their first reaction is that the twouths ought to marry. Alan,
however, has already been engaged to BeatricerFanaspectable young woman
and the daughter of the local mayor and owner ef gacond biggest mill in
Hindle, for almost a year. Out of this situatiomaral conflict arises. As soon as
Mr Jeffcote learns about his son’s entanglemenséete his mind on seeing Fanny

treated right by making Alan marry her. The fathaattitude stands in opposition

21 MRS. HAWTHORN. Well, it's a mystery.

CHRISTOPHER ghaking his hegd Or summat worseHindle Wakesl, 93).
242 Cf, Gaberthuel, 99.
243 Cf. Hindle Wakesl, 99f.
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to the one of Sir William iriThe Eldest Soff* In Galsworthy’s play, the father
wanted to offer the unwanted fiancée money whetteason has set his mind on
wedding her. In Houghton’s play, it is precisely thther way arountf® In the
course of the plot, it becomes evident that Farmgsdhot wish to marry the mill
owner’s son at all. She is an independent womah patticular personal opinions
that are not changed by any form of threat. Eveagh her mother throws her out
of the house in the end, Fanny’s fate does not sedra bleak at all. She chooses
her future deliberately, and as opposed to otharadters such as Pinero’s Iris,

there is little doubt that she will indeed managéwve on her own when she says,

I’'m a Lancashire lass, and so long as there’s wggsheds in Lancashire
| shall earn enough brass to keep me going. | woule at home again
after this, not anyhow! I'm going to be on my ownthe future. [...] [S]o
long as I've to live my own life | don’t see whyshouldn’t choose what
it's to be. Hindle Wakeslll, 179)

To some extent, Fanny bears similarities to Draguks, the dancing girl in Henry
Arthur Jones play of the same naffieBoth are strong-minded and get their way
without heeding parental advice or social converstioln the same way as
Drusilla’s father does not know that his daughteraading a double life, Mr
Hawthorn says that ‘[Fanny]’'s always been a biaahystery to her mother and
[him]. There’s that in her veins as keeps her esstind uneasyH(ndle Wakesl,
116). All the other characters in the play presuha Fanny is eager to become
Alan Jeffcote’s wife, and they are all the morepsiged to find out that ‘[she
hasn't] the least intention of marrying hinMiqdle Wakeslll, 167). Fanny places
self-realisation before the prevention of a sosehndal and the opportunity to
marry a rich man. Initially, Alan takes for grantdtht she does not agree on a
marriage because she, as a selfless woman, doewambtto spoil his future

prospects. It does not occur to him that her prynnaason for rejecting him is that

244 A partial similarity betweerThe Eldest Somnd Hindle Wakess also noted in: Gaberthuel,
132ff.
245 ALAN. What's going to be done?
JEFFCOTE. | said I'd see him treated right.
ALAN (brightening. What'll they take?
JEFFCOTE dangerously. | said I'd see them treated right. If thou exsdétm going to square
it with a cheque, and that thou’s going to slip pwaot free, thou’'s sadly mistakeriadle
Wakesl, 125).
248 A similarity of motif betweenThe Dancing Girland Hindle Wakesis also noted in:
Gaberthuel, 127.
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she is afraid of spoilinger life.?*” Fanny is quite insightful as she is aware of the
fact that a possible matrimony with Alan has nongeaof turning into a happy
one. In the long run, she is looking for companiopsnstead of wealtf*®

She is a self-confident woman, who believes thatweath is independent of any
man. Her attitude is revolutionary insofar as sheclaims to have the same
feelings and rights as men. Alan has assumed thathtdrn’s daughter went away
with him because she, as a woman, cared for himmahgally longed to become
his wife. These prejudices about femininity arerdwewn by Fanny when she

tells the mill owner’s son,

[y]Jou are a man, and | was your little fancy. Wél a woman, angou
weremy little fancy. You wouldn’t prevent a woman enjogiherself as
well as a man, if she takes it into her heddidle Wakeslll, 175)

By and large, her way of reasoning seems soundpandential and bears up
against any form of criticism. In this light, hearpnts and Mr and Mrs Jeffcotes’
stubborn persistence to enforce what they consig@per appears quite
anachronistic. As a consequence, the assertioeddyg Alan’s father that women
are incomprehensible, which makes them unfit feerngng the right to vote, has
precisely the converse effect as Fanny’s argungenerally seem to be the more
perspicuous oneé?

Moreover, she is not afraid to speak her mind angpeak up to authorities, which
can be noticed in the passage where she askstéefbctalk to her in a more polite
way by stopping to swear at Hef.In her lines, critique about class and gender
policies often mix. In the final act, she tells Althat she does not wish to be wed
to a rich man’s son who does not dare to speakhid because he is too afraid of

losing his father’s financial support,

[m]y husband, if | ever have one, will be a man, nall@i who'll throw
over his girl at his father's bidding! Strikes meetsons of these rich
manufacturers are all much alike. They seem a k#knin the upper
storey. It's their father’s brass that's too muoh them, happenHindle
Wakeslll, 176)

247 Cf. Hindle Wakeglll, 172.

248 Cf. Hindle Wakeslll, 173.

29 There is no fathoming a woman. And these arecteatures that want us to give votes!’
(Hindle Wakeslll, 177).

20 Cf. Hindle WakesllI, 168.



- 105 -

With this remark, she does not only invert socr&jydices but also concedes that
marriage is not her ultimate goal in life and tkshe would rather end up as a
single woman than in an unfulfilling relationshif@he rejects empty social
conventions, honour and money as false motivationsnarriage and is ready to
take her future into her own hands and to shapedording to her convictiorfa:
Fanny declares her independence and refuses Alathe@ngrounds that, as
previously mentioned, she is not willing to splodr life not his. The astounding
element of this announcement is ‘that it does moitain any trace of bitterness,
victimization or sacrifice. Her dramatically unpeeiented triumph rises from her
vital, emancipatory self-reliance’ (Stilz, 135).

Quite the contrary holds true for Mrs Hawthorn. #seady hinted at, Fanny and
her mother do not only represent a generational lgaipalso seem to stand for the
differences between the ‘old’ and the New Womans Mawthorn takes for
granted that — at least outwardly — decisions amdenby men. Hence, she claims
that the ultimate assessment of their daughtettatson lies with Mr Hawthorn.
Nonetheless, Mrs Hawthorn seems to have clear ptinos of what should be
done. She expects her daughter to be treated isatine way that she was in her
adolescencé&? Furthermore, Mrs Hawthorn attempts to influence masband’s
resolution. She urges him to go to the Jeffcoteneniately and emphasises what
a fine chance it is that he and Mr Jeffcote havenbgood friends since their
childhood. When Mr Hawthorn does not understandwife’s intentions right
away, she gets to the point in a quite blatant Wala get her wed, thou great
stupid. We’'re not going to be content with leddindle Wakesl, 103). For her, a
good marriage appears to be a goal of utmost irapogt She even ponders on the
possibility that Fanny tried to achieve an advaatag match, which would be the
only acceptable excuse for her doings in the mtheyes. The thought of this
option almost makes her seem proud of her daugtit&he perceives marriage to
be a practical institution first and foremost, imieh the husband provides for
financial security. Unlike Fanny, she does not lgetong to the generation of

women who manage to earn their own liviig.

L Cf. Stilz, 144.

#24My father would have got a stick to mifidle Wakesl, 101), ‘Youare soft. You're never
going to let her off so easyH{ndle Wakesl, 102).

23+Cf, Hindle Wakesl, 103.

%4 Cf. Gaberthuel, 101.
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Mrs Jeffcote, on the other hand, resembles theactar of Mrs Forsyth in
Houghton’s earlier play. Mrs Jeffcote is descrilasda woman who has 'adapted
herself to the responsibilities and duties impobgdthe possession of wealth’
(Hindle Wakes |1, 105). Besides, she is said to have a mild godd-natured
temper, which is put to test in the second act,n$lge gets to know about her
son’s doings. Moreover, she belongs to the samergeon as Mrs Hawthorn,
where the husband, in the words of Mr Jeffcotd, ‘stear[s] the breeches in [the]
house’ Hindle Wakesll, 136). Mrs Jeffcote is also contrasted withaBiee. The
former is portrayed as a practical-minded, hardkimgy companion whereas the

latter is at first described as a somewhat spoiling lady?>°

Beatrice, though, turns out to be a determinedwaht character. Her remarks
are witty and she seems to stand above the evieatthermore, she points out
certain double standards and even though she appetto count herself among
‘these advanced women’Hindle Wakes Il, 155), her opinions are quite
progressive. By asserting that she is in fact ahfashioned womafr® she can
voice criticism without being immediately labellad unreasonable member of the
‘shrieking sisterhood’. Her arguments, like Sidrseyn Independent Meansare
logically structured; she takes up prejudices asebuihem for her purposes. When
Alan urges her to accept the differences betweamand women in the context of
sexual curiosity, for example, she replies that cdre see them as ‘[m]en haven't
so much self control’Hindle Wakesll, 155). Like other female characters before,
she has her own beliefs of right and wrong, anrinmeral compass that guides
her?’ Initially, her — at times excessive — sense of atityr tells her to sacrifice

her future with Alan for her idea of integrity arighteousnes&®

The younger generation is independent and doesb®t blindly. Neither Fanny,
nor Alan or Beatrice, take their parents’ ordershaiit questioning them. It has

become impossible for their fathers and motherméike arrangements for their

25 JEFFCOTE. | didn’t marry a girl who'd been brouglp like Beatrice Farrar. | married a girl
who could help me make money. Beatrice won't da.tl&he’ll help me spend it, likely’
(Hindle Wakesl, 106).

2% Cf. Hindle Wakesgll, 155.

%74 was born to look at things just as | do, archh't help believing what | doHindle WakeslI,
156).

238 Cf. Hindle Wakesll, 157.
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children’s futures without consulting thert. To all of the younger characters
personal self-fulfillment appears to be more imaottthan treasuring social
conventions.

The fate of a woman who has obviously been invoived liaison without being
married is far less fatal in Houghton's play thanwvas in The Dancing Girl
Furthermore, it does not stand out as singular dedant as Jeffcote tells
Christopher — before he knows that his son is We@l not to take the matter ‘too
much to heart. It's not the first time a job likest has happened in Hindle, and it
won't be the last!” Kindle Wakesl, 114). It could be argued that immorality is
punished to some extent, although the characters ark most immediately
affected get away unharmed. Fanny’s friend Marypwielped to conceal the
affair, is later found out to have drown®4.

Generally, male and female desires turn out nbetthat different from each other
after all. This is patently indicated by the fagatt in the third act, Fanny repeats
Alan’s prior motive for their short liaison almosgérbatim, namely that he was
‘just someone to have a bit of fun with. [He] wasaanusement — a lark H{ndle
Wakes I, 175)?%* This appropriation of words previously uttered &ymale
character reminds of Rachel Arbuthnot’s closing dgoin A Woman of No
Importance?®?

The ground-breaking element here is that her fras&krand sexual emancipation
do not cause her any harm. Fanny, a charactemibalid have previously been
deemed a Fallen Woman, is now even praised foexemplary behaviou®?
Moreover, the idea of getting a divorce appearbadess utopian and separation

not to be uncommon at &f*

259 cf. Hindle Wakeslll, 167.

20 ‘EANNY. If Mary hadn’t been drowned you'd neverveafound out about it. I'd never have
opened my mouth, and Alan knows that.
MRS HAWTHORN. Well, Mary’s got her reward, poor $4s
CHRISTOPHER. There’s more in this than chancegéinss to me.
MRS. HAWTHORN. The ways of the Lord are mysteri@m wonderful. We can’t pretend to
understand them. He used Mary as an instrumerdifopurpose’ indle Wakeslll, 163).

%1 ‘Fanny was just an amusement — a lark. | thougtten as a girl to have a bit of fun with’
(Hindle Wakesll, 152).

%2 Mrs Arbuthnot refers to Lord lllingworth, her foemlover, as ‘no one. No one in particular. A
man of no importanceWoman of No Importancév, 83).

Z3+ALAN. | can’t make you out rightly, Fanny, but yse a damn good sort, and | wish there were
more like you! Hindle Wakeslll, 176).

264 Cf. Hindle Wakesl!, 136.
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Double standards certainly still exist, but theg @aredominantly upheld by the
older generation. For Jeffcote and Hawthorn itnenediately clear that Fanny
ought to marry the first man she has been togetlix. Alan, however, would
have been allowed to do as he pleases as long a®inigs do not mingle with his
father's busines&” After Mrs Jeffcote has learned that her son hasptomised a
girl, and before she knows who that girl is, shenite#s the young woman and not
her son for the unfortunate situatitf.At first, Alan’s honour seems inviolable
whereas the girl, despite Mr Jeffcote’s assurahed she is a ‘straight’ one, is
considered to be a person of easy virtue. Therefdre Jeffcote maintains that
‘[wlhoever she is, if she’s not going above goingag for the week-end with a
man, she can't be fit to marry our sonliiidle Wakesll, 131). To her, Fanny’s
motives for going away with Alan can only be exptd either by her wickedness
or by her deceitfulnes8’ Mrs Jeffcote’s double standards do not stop atlgen
differences, but also concern class issues. Sh&dlthat Hawthorn’s daughter is
socially beneath her son, even though her own masbtarted his fortune from the
same humble beginning® Quite ironically, therefore, she once states gt is
‘not cut out for a hypocrite’Hindle Wakesll, 137). More irony comes into play
when Beatrice’s father is told the story. Unintenslly, he gives away that he
spent the weekend with a woman at the seaside lgdweeis quite appalled when
he hears that Alan acted in precisely the same?Wallis attitude towards the
whole business is that Beatrice is not to hearddnty as he believes that a fiancée
or wife does not need to know everything about {ieture) husband’s past.
Moreover, Sir Timothy Farrar is quite surpriseditm out that Mr Jeffcote did not
have any female acquaintances before getting ndai@ech a fact seems dubious
and exceptional to him, hence, he tells the milhemthat he ‘always thought there
was summat queer about [himHiadle Wakesll, 141). Then, Sir Timothy also
suggests that Fanny should be given money to $eélacident.

25 JEFFCOTE. [...] And if thou must have a straigii, thou might have kept off one from the
mill’ (Hindle Wakesl, 124).

‘MRS. JEFFCOTE. The creature! [..ihdignantly). Why are such women allowed to exist?’
(Hindle Wakesll, 131).

267 Cf. Hindle Wakesll, 134.

2%8 Cf. Hindle Wakesl, 135.

29 Cf. Hindle Wakesll, 140.
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Beatrice is quick to point out prevalent doublendtrds. When Alan asks for her
forgiveness, she does not only remark on the eiffetreatment of male and

female frailties, but also hints at an equalityrafle and female desires:

BEATRICE (@t length). Could you have forgiven me if | had done the
same as you?

ALAN (surprised. But — you — you couldn’t do it!

BEATRICE. Fanny Hawthorn did.

ALAN. She’s not your class.

BEATRICE. She is a woman.

(Hindle Wakesgll, 154)

Beatrice’s utterances show that not only socialdbst sexual differences begin to
blur. Moreover, Chothia argues that the way thet dostructured makes the
audience realise that it is not immune to doubdedards either. By way of the
repeated emphasis on personal responsibility aogrigty, the audience expects
Fanny to marry the mill-owner's son until the scemben Fanny voices her

opinion?™®

The first performance oHindle Wakescaused some stir among the London
audience and reviewers. Houghton all of a sudderarbe a widely discussed
playwright in Englan&* and, overall, the play was received enthusiasyié4
The quite revolutionary feminist tone of the play the nerves of the time. J.T.
Grein, theSunday Timesritic, for example, pointed out thatH[ndle Wakekis of
value in these days of the battle of the sexdserilds the movement of the future’
(Grein, quoted in Gaberthuel, 121). Furthermdree Vote a magazine of the
women’s movement recommended a visit of the perdmee to its readershfp’

In 1912, the play was not only staged in Londort, &go in Manchester, New
York and Chicago, and had a run of more than 2@fbpnances on the whoté’

2% The audience, taken off guard by the emphasimarriage and personal responsibility, by the
skill with which the various subterfuges are unnegkkand by the realism of the nicely
differentiated responses and interactions of therotharacters, discovers that it too has fallen
into the trap of the double standard’ (ChotiNew Drama 78).

2L Cf. Gaberthuel, 93.

212 Cf. Aston, 216.

23 Cf. Gaberthuel, 121.

214 Cf. Stilz, 143.
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4.4.4 How the Vote Was Won

How the Vote Was Wowvritten by Cicely Hamilton and Christopher St deha
nom de plume for Christabel Marshal — was firsfqrened at the Royalty Theatre
in London in 1909, at a time when the vote for wam&s in fact far from being
won. As a suffrage propaganda play, the main isseated is the logical
imperative of the female vote.

It is not surprising to note, therefore, that Cycelamilton was involved in the
suffragist movement as a member of the Women Vgtituffrage League, which
also published a previous version of the play paraphle” Hamilton also wrote
a feminist book calledMarriage as a Tradein which her argumentation for
women’s suffrage, in the same way asHow the Vote Was Wolis based on
economic reflections. Generally, a tendency can datected that female
playwrights of the Edwardian era often respondeddotemporary political and
cultural forces in their plays. Moreover, eventsrevdosted by the Actress’
Franchise League that brought together theatrealitics. The works of actresses
and female writers were performed — among themsplayCicely Hamilton and

Christopher St John - and political pro-suffrageesthes were hefd®

The anti-suffrage line of reasoning that women dbreed the vote because they
are taken care of by men is picked up and madefusgthe suffragist in this one-

act-play. Their rationale, in one of the charastevrords, is that

[e]ither [a woman’s] proper place is the home — tioene provided for
[her] by some dear father, brother, husband, cowsinncle — or [she is]
a self-supporting member of the State, who oughtabe shut out from
the rights of citizenshipMote 27)

Their reasoning appears to be incontestably logicigh the conclusion that
anyone has to become aware of the inevitabilityhefr cause sooner or later. In
this context, Lis Whitelaw points out that ‘[t]har€ical plot is typical of Cicely’s
talent for highlighting the absurdity of argumebistaking them to their logical,
for men, extremely discomfiting conclusion’ (Whael, 83). Consequently,

Horace Cole, a clerk with a moderate income andotilg male character of the

27> Cf, Spender, 19.
2’® Eor a further discussion of suffrage theatre, Saetson and Powell, 246ff.
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play, suddenly sees himself confronted with a burfdemale relatives, who have
given up their jobs and seek to be supported fiiadlgc In this connection, it
should be mentioned that working women belonginditferent strata of society
appear to have become a matter of course in Hartslamd St John’s plays.

From the very beginning of the play, it is estdi#id that, in a quite utopian
fashion, almost every working woman regardlessasfdocial background seems
to have allied with the women’s leagues. They hall/begun to invade their male
relatives’ houses in order to be looked after wfith goal in mind that these men
will soon be made to join the suffragists’ cadSeAnd indeed, at the end of the
play Horace Cole has turned into an ardent propoofewomen’s right to vote. In
a lengthy speech, which is only occasionally intpted by the female characters’
acclamations, he summarises the suffragists’ argtsrence again. His character
is necessary to exemplify that even a rigid traddiist must finally accept that it
would be irrational to oppose the female vote amger.

Naturally, How the Vote Was Waa filled with likeable New Woman characters.
Winifred, Horace’s sister-in-law, for example, iesdribed as a ‘distinguished
looking young woman with a cheerful, capable man(iéote 23). It is evident
from the beginning that she is an actively involve@mber of the women’s
movement. She does not only wear the colours ofNWSPU (the National
Women's Social and Political Union), but also has eémphatic diction which
betrays the public speakeWdte 23).

Molly, Horace’s niece, seems to be a quite indepeh&voman as well. She has
written a — in the eyes of her uncle — ‘scandaloosk’ (Vote 28), earns her own
living, does not have any desire to marry yet, had lived all by herself before
she decides to move in with Horacé.

Later, Horace’s second cousin, Madame Christinpeays, and it turns out that
her career in the world of work has not been iofetd any man’s. Before she has
decided to turn to Horace, her nearest male relafior sustenance, she ran a
successful business as a dressmaker, where shetdahly earn more than her
second cousin, but also supported her late hushaancially. Furthermore, she

2774t this very minute working women of every graideevery part of England are ceasing work,
and going to demand support and the necessitiéfe dfom their nearest relative may be’
(Vote 24).

28 Cf. Votg, 28.



-112 -

resolved to donate all her money and property ® National Union and the

Women'’s Freedom Leagié

A further type of New Woman character is represgrig the actress Maudie
Spark, a cheerful and raucous woman, whose professiabled her to support
herself. In general, actresses have always playsdnawhat ironic part in the

historical development. On the one hand, they h#ften acted the part of the
repentantly returning wife or the caricature ofragressive woman on stage, on
the other hand, they were themselves New Womenanymvays, as they could

make an income without being dependent on a husather or brothef*°

At any rate, the New Woman characters appear tmdre capable and fit for life
than the traditional woman characters of the plthel, Horace’s wife, for
instance, is left quite helpless after all of hervants have gone on strike. She is
anxious to have tea prepared when her husbandhsettam work, but unable to
do so as all her servants have given notice totfnUnion?®! Ethel’'s supposed
deficiency does not only show in her acts, but atsler looks, as Horace’s sister
Agatha remarks on her entrance that ‘[Ethel’s]Inoking so well as usualMote
27). Besides men, women who do not work and doaeltheir husband’s support
are those characters who are perceived as outdagedide and even absurd. In this
way, there is, for example, talk of duchesses vdre but in the streets begging
people to come in and wash their kidgofe 30). In the end, however, Ethel is
convinced of the other female characters’ caussoas as she perceives that her

husband has changed his opinion about it.

The play turned out to be a great success withatltkence and, despite the fact
that it is a blend of comedy and propaganda, sritioote approving reviews. This
is to some extent unusual as reviewers were usuallyin favour of suffrage
plays?®? The Stagefor example, noted that ‘[b]eneath its fun thevea deal of
propaganda which, however, rather engenders the tva political questions be
made as lively and as pleasant in another pladieé (Stageguoted in: Spender,

20)283

219 Cf, Vote 29.

280 cf. Gardner, 3. For a further discussion on thevN¢oman and the theatre, see: Gardner, 7-14.
281 cf. Vote 25.

282 cf. Whitelaw, 84.

23 Eor further reviews oft he play, see: Spender, 19f
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4.4.5.Edith
— Edith Stott

Elizabeth Bakewrote Edith for the Women’s Writers Suffrage League in 18%2.
All of Baker’s plays are about female autonomy neavay or the other, and deal
with the importance the early woman’s movementcattd to work as a means for
establishing women'’s self-determination and indepane®®?

Edith Stott, the heroine of Baker's one-act plageras to have left traditional
notions of womanhood far behind her. She is seifident, capable and
enterprising. She is by no means tied to a homianaily, but goes out into the
world to conduct business. Therefore, she has aetiigghat only a few women
have accomplished in reality at this time. Moregovehas to be conceded that
even though Edith runs a flourishing business,d¥es so within the defined area
of her dress shog&® The shop, in general, was one of the few placesrevia
woman could work without fearing to lose respedigbiThe shopgirl as such
began to emerge in England as a new female eh@ttydonnected emancipatory
and traditional notions. She usually came from ddbe-class background, and
Lise Shapiro Sanders states that ‘the shopgirl sjimds the intersection between
the conservative ideologies of gender and classiamdmodels of female identity,

behavior, and experience’ (Shapiro Sanders, 2).

Tellingly, it is a female playwright who tacklesetsubject of female occupation in
a practical manner and, correspondingly, Viv Gardmgues that

[i]t remained for the women writers who emergedha period up to the
First World War to combine the new ideas and idgplof the Woman
Question with a grasp of the reality of the livéontemporary women.
(Gardner, 9)

Edith has made a fortune in the fashion industrys Interesting to note that the
only other effective business woman encounterethénplays under discussion,
Madame Christine irHow the Vote Was Wopnvas involved in dressmaking as

well. According to Joel H. Kaplan and Sheila Stdyéhese ‘female fashion

284 Cf. Fitzsimmons, 190.
285 Cf. Fitzsimmons, 191.
286 Cf. Fitzsimmons, 191.
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entrepreneurs were presented as emblems of acpbiiticorrect and financially
secure womanhood’ (Kaplan and Stowell, 176) becausg preserved their
respectability by working in a sector that belongedheir conceded sphere of
competencé®’ Out of this fact arise two different points of alission: firstly, it
can be argued that at the beginning of th& 28ntury, a woman’s business
success can still only take place in a femininerenment. Secondly, fashion in
general seems to have played an important rolagnptocess of creating a new
female identity at that time. As Hilary Fawcett mpsi out in her essay on
femininity and fashion in Britain in the 1900s,|Hé role of female fashion in this
period was crucially tied to changes in social antfural attitudes to gender and
sexuality’ (Fawcett, 146). Fashion did not onlyresent a career opportunity, but

also opened up new ways of self-expression to wdtiien

At the beginning of the play, before Edith actuadlppears on stage, she is
described by her relatives in quite unflatteringm& According to her sister
Gladys, she ‘has always been a great triadlith, 17) and ‘a great troubleEgith,
10). Her brother, Gerald, even claims that ‘shelitths right feeling’ Edith, 20).

He believes her to be untrustworthy and likely talkvoff with the family’s
money?®® Moreover, Edith’s relatives expect her to have umaerstanding of
financial matters and plan to persuade her toteellshop as soon as she arrives.
They deem it better to vend the small enterprisElyte, ‘[t]hat horrid man with
those nasty cheap-looking shop&d(th, 19) than to trust a woman with running it.
Their opinion quickly changes when Edith enterseatly her outward appearance
suggests self-assuredness, as the stage diregtitmthat she igjuite at her ease
(Edith, 21). It is also soon established that sheided to giving orders and to
having them complied with. Right after she has @g@e¢he other characters, she
tells Gladys to prepare some fresh tea and Gevgbay the taxi. Furthermore, she
seems to issue those commands with enough asseds/éo make them both obey
immediately?®® All the other characters’ arguments against theaidf Edith
taking over the family business are swiftly setnaught by the self-confident
heroine. She convinces her relatives with the sbbtyer success and declares that

287 cf. Wiirz, 75.

288 Cf. Fawcett, 155.
289 Cf. Fawcett, 16.
20 cf, Fawcett, 21.
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the only reasonable thing to do is to leave thepsioothe most capable person.
Acting differently would not only be anachronistimyt also stupid®* By and by,
she convinces the other characters of her lineeasoning and even manages to
gain their full approval. Gladys’ fiance, Arthugrfexample, tells Edith that ‘[he
is] sure [she]'ll do whatever is besEdith, 28) and adds that she really must be
clever in order to own all these shops.

In general, Edith appears to stand above the atiemacters. She is more capable
and adroit. She sees through other people, whiathysshe quickly spots the shop
manager Mr Bloom’s intention of profiting by thealevith Flyte and selling the
business for less than it is actually wotthShe knows of her abilities and is not
shy to declare them openly by saying, ‘| don’t heppo be my father’'s son, but |
am what is quite good — better, in fact, in thiseca | am his daughtereith, 30).
Consequently, traditional gender roles appear toine more and more redundant
if not altogether reversed. It seems possible faroenan to choose her own path
and to live completely independently of men withdwaving to render anyone
account of her actions. Edith can be understoodnagleal embodiment of the
New Woman. She is also in accordance with Showsltanalysis of the
phenomenon stating that ‘[w]ith their opportunitiée education, work, and
mobility, New Women saw that they had alternatiteesarriage’ (Showalter, 39).

Double standards are still upheld by the charaatérthe play, but as the plot
evolves they are shown to be irrational and datéden it is found out that Edith
is the sole heir of the father’'s shop, everyone ddfilled with indignation about
the fact that it has not been passed on to Gdtadson. At first, no one questions
whether he would have been the right person to gerthe business even if
Gerald himself confesses that he is not really eégealo s&*® They hold the
opinion that by right the authority over properhosld be passed on to the son and
any other procedure would be improper. They iditialeproach Edith with
inconsideration and selfishness, when she discltsas she would only been

willing to accept the inheritance on the conditibat she was solely responsible

2LEDITH. [...] What | was rather afraid of was whettater all he’d be silly enough to leave it
to Jerry just because he was the son. You nevew kith old men. And that’s such a stupid
idea, isn't it?’ Edith, 27).

292 cf, Edith, 29.

293 Cf. Edith, 14.
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for it.?** It is obvious to the Stott family that there is way that Edith, a girl,
could be cleverer than Gerdd. Furthermore, Edith is characterised as
extravagant because she has repeatedly travelledrope, which is too profligate
an undertaking for a woman. For a man, howeveiipad the Continent seems to
be less unusual and more justified as the follonemghange of words between
Gladys and her fiancé exemplifies:

GLADYS. And [Edith] is so frightfully extravagant.

ARTHUR. It costs a jolly lot to go about on the @aent, by Jove! |
know something about that.

(Edith, 18)

In the end, though, traditional notions of propedenand female accomplishments
and aspirations are overturned. The play’s her@nestablished as the model of
efficiency and success whereas the male charagiiees the impression of

incompetence and ordinariness.

294:EDITH. | can either sell out or share up the pmi keep it on and pay the others and income.
[...] [T]hose were the only conditions on which I'ake it on. | told Dad he must give me a free
hand.
MRS. S. (plaintively]. And you planned all this titut a thought of the wrong you were doing
your brother, your father’s only soridith, 23).

2% Cf. Edith, 14.

2% Cf. Wiirz, 80.
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5. Conclusion

The terms ‘fallen’ and ‘new’ woman were both used ¢oncepts of femininity
that digressed from the conventional norm — theeAmg the House — and were,
thus, perceived as threats to the establishedsstpta. Whereas Fallen Women
were predominantly associated with improper sexb@haviour, notions of
education, work and politics were added in the alisse about the New Women.
At first, the emergent type of the emancipated womas ridiculed and looked
upon in a condescending way, but it gradually begare taken more seriousty.
These socio-cultural developments in England instheond half of the fdand

the early 28 century also found their ways into the dramaticksof that time.

Not only in the ‘real’ world, but also in the worlof drama, the perception of
women steadily changed especially with regardshr tsexual and financial
independence. Being a good wife/mother and creaiogmfortable home ceased
to be a woman'’s prior goal in life. It became mangl more acceptable to opt for a
different path. Women could, for example, decidé toomarry or to have affairs
even if their good reputation was at stake. Moreowebecame possible for
women to earn their own living. It is important tmear in mind that the
transformations mentioned in this connection prilmaconcerned the middle-

class.

Until the 1880s, choosing any of these optiond seemed to have had serious
consequences. Nelly Armroyd and Drusilla Ives ledkieir homes and get
involved with men who are not their husbands. Tlaitions are considered so
shameful that, as the result, they both find tkde@aths in the end. By and by, the
idea of a woman walking out on a husband and hasimgextramarital liaison

becomes more and more conceivable, but still natlyrepracticable. Susan

297 Cf. ,Die anfanglich vorhandenen Assoziationen [dew womahmit anderen Typusmotiven
wie derwoman with a pasbder derfemme fatalesind einer insgesamt positiveren Wertigkeit
gewichen, die sich an der mannlichen Rationalitét,allem aber an der gesamtgesellschaftlichen
Rolle der Frau orientiert' ['The initially existemissociations [of theew womahwith other types
such as thevoman with a pasor thefemme fatalehave made way to a altogether more positive
valuation, which is geared to male rationality aatpve all, to the general role of woman in
society’, [my translation]] (Ahrens, 319).
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Harabin, Penelope and Margery Cazenove all reflaca divorce — not because
they strive for self-realisation, but because airttspouses’ unfaithfulness. In
Jones’s play, an affair on Susan’s side is evetetliat. Ultimately, each of these
three female characters is persuaded to stay witthtisband as the alternatives
would be quite bleak. Not the male characters beir twives are the ones who
would suffer from the consequences. They wouldamy end up as outcasts of
society, but would also be unable to support thérese Even though getting a
divorce had lost some of its stigma towards the eithe 14" century in ‘real’
life, as pointed out in the introduction to thisess, it was still far from being
socially acceptable. Moreover, alone the thoughespectable woman having a

lover is outraging, whereas a man’s peccadillogapfo be accepted.

In the further process, however, matrimony seenmege some of its status as the
sole means for a woman to lead an honourable atisfasdory life. Rachel
Arbuthnot and Freda Studdenham both decide agaiastiage because it would
not agree with their principles. By degrees, peasdulfillment, it could be
argued, becomes more important than traditionalveotions. Furthermore,
society itself appears to be less quick to judgenet on the grounds of their
deviation from the Victorian ideal of womanhood.nSequently, the concept of

the Fallen Woman ceases to exist.

Instead, a new model of femininity begins to emeAgethe beginning of the 20

century, the New Woman is gradually not ridiculegiraore, but perceived as a
paradigm. Like Syndey Forsyth, Fanny Hawthorn, ditieStott, she is a capable
and self-determined woman, who even outshines 18ka.can choose to have a
career or to have an affair without being marrigdas to be admitted, though,
that certain limitations still apply. Fanny, for arple, does have a sexual
relationship, but is later cast out by her pareatg] Sydney and Edith both do

have jobs, but they work in domains that can besiclemed typically female.

Nonetheless, socio-cultural changes in the pemmemif women undoubtedly took
place over the period of roughly fifty years cowkne this thesis, and the dramatic
works taken into consideration certainly refleconpghem. Due to the endeavours

of the women’s movement and its supporters, a womas definitely freer to
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decide about her fate with regards to relationsfopsupation and sexuality at the
beginning of the second decade of th& 2éntury.
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8. Appendix

Summary (in German)

Das Thema dieser Arbeit ist die Darstellung deuknaenglischen Dramen in der
zweiten Halfte des 19.und frihen 20. Jahrhundé&és. Ausgangspunkt ist die
Annahme, dass sich im Laufe dieser Zeitspanne eamd&l der Wahrnehmung
von weiblichen Charakteren, die nicht der Norm gratshen, vollzog — von der
,gefallenen’ zur sogenannten ,New Woman’, einemaretrrauenbild, das sich
gegen Ende des 19. Jahrhunderts in England enttgckBabei liegt das
Hauptaugenmerk vor allem auf der gesellschaftlicMitielschicht, wobei die
Oberschicht und die Arbeiterschicht durchaus ainchni Eingang in die Arbeit
finden. Der angesprochene Wandel befasst sich niudemTatsache, dass Frauen,
die einen Fehler begingen indem sie etwa eine abBkche Affare hatten, bis
etwa zur Jahrhundertwende als unmoralisch angesahdrin weiterer Folge von
ihren Angehorigen und der Offentlichkeit verstoRemrden, im Laufe der

geschichtlichen Entwicklung immer mehr akzeptientden.

Da die gesellschaftliche Situation dieser Epocheenh Eingang in die
Theaterstiicke fand, und es daher sinnvoll istsd@okulturellen Entwicklungen
dieser Zeit zu analysieren, befasst sich der @rstledieser Arbeit Uberblickshaft
mit den relevanten historischen Ereignissen. ImeZdgssen wird vor allem auf
die zunehmende Teilnahme von Frauen in Bildung,itiRolund Arbeit

eingegangen.

Im darauffolgenden Teil werden die drei, im Englakdnigin Victorias und
Eduards VII vorherrschenden, Konzepte von Weibkshkéher erlautert. Zum
einen, das Ideal der Frau als ,Angel in the Houdie' auf einem Gedicht Coventry
Patmores beruhende Vorstellung der Frau als ergmlsgs und reines Wesen,
dessen primare Aufgabe darin besteht, eine gutesfrdauund Mutter zu sein.
Zum anderen, die ,Fallen Woman* oder ,gefalleneuFraie von dem Idealbild
abweicht indem sie Interesse an Mannern, die nichEhemann sind, zeigt, und
dadurch die Familie zerrittet. Schlie3lich, die w&/oman‘ oder ,Neue Frau’,

fur die Unabhangigkeit in vielen Bereichen immerhmeealisierbar scheint, und
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der Selbstverwirklichung wichtiger ist als gangigéNertvorstellungen zu
entsprechen.

Jedes dieser drei Frauenbilder findet auch Eingargdje ausgewahlten, und im
Detail behandelten, Werke. Diese sind Watts PHillipst in London(1867),The
Dancing Girl (1891) undThe Case of Rebellious Susd®94) von Henry Arthur
Jones, Oscar Wildes Woman of No Importand¢@893), Arthur Wing Pinerokis
(1901), Sidney Grundy¥he New Womalil894), William Somerset Maughams
Penelopeg(1908), John GalsworthyBhe Eldest So(1912), St John Ervinefane
Clegg (1913), Independent Meangl909) andHindle Wakeq1912) von Stanley
Houghton, Elizabeth Bakeisdith (1912), sowieHow the Vote Was Wa(1909)
von Cicely Hamiton und Christopher St John.

Im Laufe der Analyse dieser Theaterstiicke wird lad#ytdass sich die Rolle der
Frau in der Tat graduell verandert hat. Stirbt nsten WerkLost in Londondie

mit ihrem Verehrer weggelaufene Heldin noch aufdrdieser siindigen Tat, ist es
anderen weiblichen Hauptcharakteren, etwdhe Case of Rebellious Susasher
Penelopeschon erlaubt tGber eine Scheidung nachzudenkenletzten Endes, im
Falle von Edith, sogar mdglich ganz unabhangig von Manner ihren

Lebensunterhalt zu bestreiten und ohne Ehemaneriilites Leben zu fihren.
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