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ABSTRACT -



This dissertation explaores the Modernist themes 1in Dorothy
Richardson's Pillgrimage (1915-1967). It shows how Pilgrimpage

clearly belongs in the Modernist tradition and how Richardson was

influenced by and contributed to Modernist conceptions.

Part 1 explores characteristic Modernist motifs in order +to

provide a relevant background for the subsequent discussion of
'

Pilgrimage (in Part II):

Chapter 1 investigates the nature of Modernism; the name of the
movement and its connotations, the alienation of the Modernist
artist, significant works and events, and characteristic motifs.
Three unifying themes ‘are identified: an intense attention to
ways of seeing; a concern with multiplicity and the subsequent
difficulties in finding an appropriate form; and an awareness of
the specious quality of the written word.

Chapter 2 examines aspects af seeing. The Modernist
artist/writer's special 'sightedness, "’ (or privileged
'blindness') is explored using three main themes. The status of
material objects, as mere props or as vivid things with a
tyrranical autonomy (which challenges the writer/artist's efforts
to create) -is' discussed. Themes of film and photograph in
Modernist writing are explored. They are shown to serve
different functions: revealing the multiplicity of experience,
providing a way of combining fragments, and a device for

focussing on one moment or one aspect. Linked to this, the
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looking-glass motif is discussed - introducing themes of the
absurd, and of the alienated observer. A discussion of a
contrasting kind of seeing - exalted and visionary -~ follows, and

1ts potentially attendant qualities of deranged reason.

Chapter 3 deals with form, with particular reference to stream-
of-consciousness technique. The multiplicity of consciousness -
as described by Pater, VWilliam James, and Bergson - is examined.

The related concern, for writers, in finding an appropriate form
follows. The characterization of formlessness (as attempted in
the stream-of-consciousness technique) as essentially feminine is
discussed (referring to the positive and negative aspects of this
characterization). Related to this, contradictory qualities of
'feminine’ fluidity and ‘masculine' solidity and dynamism are

discussed, with reference to the Modernist novel form.

Chapter 4 is about the nature of the written word, and Modernist
writers' self-conscious treatment of their own mnedium. This
chapter discusses the following aspects of language, speech,
words and wr'iting: the common oaownership of language, and the
subsequent problems for writers who desire a ‘'pure,' unique
medium; the 'fake' quality of written words (in their inevitable
misrepresentation of reality); the effort to capture reality with
written words (and the irony implicit in writers' despair and
nistrust of their only medium); and the ‘'magical' quality of
written words - their fascination for writers, and their potency

and apparent independence.

!

Chapter 9 links the first part of the dissertation with the
second part. Attention is given to Dorothy Richardson and what

critics have said about her and her novel. A chapter by chapter
summary of Part II, 1s given, showing how Pllgrimage will be

examined in the terms of Part 1.



Part II provides a close examination of Pilgrimage. Richardson's

Modernism, as revealed 1in her novels (and 1in some o©0f her
extraneous writings) 1is demonstrated. The three major. themes
discussed in Part I (seeing, formlessness, the written word) are
dealt with in Chapters 8, 9, and 10. The first twao chaplers
provide, by way of an introduction to Pilgrimage and Richardson,
an examination of the structuré of the novel and relevant details

of Richardson's life:

Chapter 6 opens with a discussion of the qualities implicit in
the title of Richardson's novel. The novel is shown to have a
thematic rather than a chronological structure. The themes, as
the novel 1s so long, written over a long period of time, are not
immediﬁtely obvious. Therefore, a book by book summary of events
(with particular reference +to significant thematic events)
follows., The Chapter closes with a discussion of the major thene
- a Journey. The nature of the journey and its destination are

discussed, drawing upon the 'hidden' structure revealed by the

preceding close analysis.

Chapter 7 sets out the significant events of Richardson's life
and shows how and where they are reproduced in her novel. A
chronological sequence of events 1s provided, with simultaneous
references to evenis in Pllgrimage. The fact that Richardson's
material was herself (or, more precisely, the workings of her
consciousness), although she had a strong dislike of omnipresent
authors, 1s discussed. The effect upon the reader, of dealing
with a narrative where nothing is ‘'explained' and where equal
attention is given to all things is explored. Finally, the
identification of protagonist with author, and the effect upon
the reader of  —experiencing (as near as possible) the

protagonist's consciousness is discussed.
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Chapter 8 deals with ways of perceiving reality. It reflects
some of the 'seeing' themes explicated in Chapter 2. Aspects of

reality, relevant to the Modernist aspects of Pllgrimage, are
discussed in the following terms: Awareness of the phenomenal
world, and the effort to assimilate the indifferent nature ot
things; the disturbed and disturbing quality in identifying what
1s real and coming to terms with it; the apparent solidity and
completeness o©of other people; the bewildering suggestion of a
simple, unthinking way of 1living - and therefore grasping
reality; and the contrasting exalted way of perceiving the
universe, dwelling upon the ‘'astonishingness' of things rather

than upon the terrifying indifference of the palpable world.

Clmptwer1b 9 is about 'time.' It corresponds with Chapter 3, in
Part I, which deals with formlessness. This chapter provides a
preliminary analysis of the meshing of tense, scene and thread of
thought, in Pointed Roofs. This demonstrates the controlling
nature of the protagonist's consciousnsess, and how time,
throughout Pjilgrimage, depends upon assaciation of thought and
image, The discussion then 1includes an examination of
Modernist's response to contemporaneity and the devices employed
to eschew or redeem the age. Richardson's own employment of
characteristic Modernist devices (motifs of garden and city, in
and out of historical time) 1is examined. The tendency of
Richardson's protagonist to 'stand still,' so denying the passage
of time, and the technique (for both author and protagonist) of

looking to the past and refusing the future are then discussed.

Chapter 10 corresponds with Chapter 4, in Part 1. It deals with
‘Richardson's awareness of her medium, as demonstrated in her
protagonist's development into a  writer. Richardson's
synaesthesic technique - capturing the qualities of things and
attenmpting to make words mime the thing they describe is then

vilf



demonstrated. ‘Drawing from the +text of Pilgrimage, the
demonstration of Richardson's technique continues, showing tirst
her ability to construct pictures with words, and then her skill

in miming sounds. Throughout, there is a simultaneous discussion
of Modernist awareness of the ‘tyranny' of written words, and

their tendency to connote meanings, independent of the writer's

intention. " Richardson's own Modernist +traits are thus
demonstrated.
Chapter 10 concludes the dissertation. It has been argued

throughout <that the predominant Modernist characteristic 1s a

concern with the making of art. Therefore, this final chapter
b

affirms the claim that Richardson's novel is in the mainstream of
Modernism, in that it discusses Richardson's heightened awareness

0of her medium, and her struggle to break new literary ground.
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In 1913 Dorothy Miller Richardson (1873-1957) completed Pointed
Roofs. This was the first volume 1in an unfinished thirteen-

volume novel - Pilgrimage. Pointed Roofs was published by

Duckworth in 1915.  Duckworth also published subsequent volumes

of Pilgrimage on the followling dates: Backwater 1916, Honeycomb
1917, The__Tunnel <(February) 1919, Interim (December) 1919,

Deadlaock 1921, Revolving Lights 1923, The Trap 1925, Qberland
1027, and Dawn's Left Hand 1931. Clear Horizon was published in

19395 by J.M. Dent and Cresset Press. Richardson started writing

the last volume, March Mgonlight, in 1937, as the final book of

Pllgrimage. The first collected edition of Pilgrimage was
published by Dent in 1938. But Richardsaon continued writing

March Moonlight until 1952. Gloria Fromm, Richardson's

blographer, says that March Moonlight 1s probably about {wo-

thirds complete; that although it has a conclusion it is hurried
and condensed; and that Richardson was attempting to take the

account of her protagonist, Miriam, to 1913, the date of the

completion of Pginted Roofgs.#

* Fromm, Dorothy Richardson: A Bieography, Urbana, Chicago,Londaon:
Univ of Illinois Press, 1977; pp.308, 310, 367-371
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The first complete collected edition of Pilgrimage, ianuding

March Moonlight was published (by J.M. Dent and A. Knopf) in

il

1967. Pilgrimage was republished in four volumes in 1979

(London: Virago). All references to the text fhroughout this

dissertation refer to this edition.

Richardson frequently uses three or four stops as a device for
indicating pause, ar fragmentation of thaught. Therefare, 1in
order - to 1indicate omissions in quoted extracts, stops are
enclosed within obliques (thus: /..... /) so that we may
differm;tiate between Richardson's usage, and the academic

convention representing excluded phrases or words.

Throughout the dissertation there are many references to novels
other than PRilgrimage. I bhave not given publishing detalils of
particular editions for these novels, though I have cited the
relevant chapter or section, where applicable, For all critical
texts, full details of the publisher, and the place and date of

publication, are given in the notes and bibliography.
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INTRODUCTION




Introduction i -

Pilgrimage is the story of Dorothy Richardson's life, But.it is
a fiction. Its protagonist, Miriam, 1s a character in her own
right. Dorothy Richardson is not attempting to portray herself,
but, as she says in her 1938 Foreword to Pllgrimage, to ‘produce
a feminine equivalent of the current masculine realism' and to
allow ‘contemplated reality' to ‘'have its own say.' The
pilgrimage wpich Dorothy Richardson began in 1911 refers as much
to her pursuit 0f realism in written form (*a sense of being upon

a fresk pathway'') as to her protagonist's adventures. She was

not the first to attempt a new realism — as she herself realised.
In Richardson's 1938 foreword to the first collected edition of
Pilgrimage she describes how her 'lonely track ... had turned out
to be a populated highway.' She mentions some of her
predecessors - referring directly to Proust who seems to her to
be 'the earliest adventurer.' There are obscure references to
two ther writers - a woman and a man - who seem to be Woolf and

Joyce (but Richardson chooses not to name them):

two figures stood ocut. 0One a woman mounted upon a
magnificently caparisoned charger, the other a man walking,
with eyes devoutly closed, weaving as he went a rich garment
of new words wherewith to clothe the antique dark material of
his engrossment.

But she points out that there are earlier precursors than Proust,
Voolf or Joyce. She refers to the received designation of Henry
James as a 'pathfinder.' But her tone, when discussing James 1s

ironic. She calls him 'a venerable gentleman, a charmed and

charnming highpriest of nearly all +the orthodoxies, ...

....11....



Introduction

Richardson grants James ‘his 'far from inconsiderable tebhnical
influence,' but suggests, ‘'with relief,' that there were aother
contenders for the role of 'pathfinder.': She cités the
‘manifesto' that she bhas discovered in S{LLhM_iﬂer_ as
evidence of an author who sought an alternative realism where
'the thought processes of the principal figure must, by one
device or another, hold up the development of the whole.'

Richardson, of course, recognises that no author's achievement is
original and self—:generated. But her Foreword implies that the

accepted findings of literary critics are not necessarily
L

accurate, and that the definitions of ‘'realism' and 'pathfinders’
are not always reliable., She witholds the names of Woolf and
Jayce, but refers directly to Balzac, Bennett, James and Proust.
This suggests she 1is very aware of the tentativeness of

categories and reputations, and 1s unable to grant full

recognition to her contemporaries.

The aobject of this dissertation 1s to demonstrate that Pllgrimage

is a Modernist navel, revealing characteristic Madernist motifs,

and that Richardson was influenced by Modernist ideas. It will

be demonstrated +that, although Richardson receives passing
references in critical discussions of Modernist literature, she
is almost always regarded as an oddity. Her novel, described as
experimental, 1ls referred to as though it were a self-generated
fluke, coming out of nowhere and leading nowhere. It is clear
that the author of Pllgrimage was influenced by the Victorian

literature which she absorbed as a young woman. The young

...12....



Introduction

Miriam, as novice governess, recalls the governess persona

employed by the Brontés, and there are clear correspondences

between 1mages 1in Pilgrimage and Villette (1853)., (Miriam's
acting scene, in Ch. viii of Pointed Roofs recalls Lucy Snowe's
acting in Villette; she is reminiscent of Lucy in her tentative
flirtation with Pastor Lahmann and the relationship with Fréulein

Pfaff in Pointed Rgofs; and in The Trap, Miriam's room, described

in Ch.i, compares with Lucy's room at the Brettons' ).

oimilarly, later Victarian novels, such as Sarah Grand's The Beth

Book (1897) show noteworthy parallels. In The Beth Bogk, the

protagonist ('woman of genius') Beth Caldwell, has a significant
childhood experience in a garden, decides to write 'for women,
not for men;' leans tawards Quakerism, and has a spell living in
an attic room in London. But Pllgrimage is no more a Victorian

novel than Ulysses (1922) is a Homeric classical saga.

Some recent critics have rediscovered Pilgrimage and examined it
in the light of post-feminist criteria. Critics such as Elailne
Showalter and Gillian Hanscombe® have provided valuable insights
into Richardson's intentions .and technique. But although their
comments seek to place Richardson within a feminist tradition
(instead of using criteria drawn from traditional critical
aesthetics) the extraordinary nature of her novel is still not
explained., It still, even in feminist terms, represents a cul-
de-sac in literature. OShowalter says that:
The fiction nf.Dorothy Richardson, Katherine Mansiield,
and Virginia Woolf created a deliberate female aesthetic,

which transformed the feminine code of self-sacrifice into
an annihilation of the narrative self, ,... For themn,
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Introduction

female sensibility took on a sacred quality, and its
exercise became a holy, exhausting, and ultimately self-
destructive rite, since woman's receptivity led
inevitably to suicidal vulnerability.*®

She gees Richardson's Modernism as a mere reaction to the

materialist novels of authors such as Bennett and Vells, and her

protagonist's story an example of withdrawal from the world (the

'private rooms' which feature in women's novels of the period
representing 'fantastic sanctuaries').< The principal concern of
Gillian Hanscombe's book on Richardson 1is ‘an examination of
Pilgrimage as a unique and definitive example of autoblographical

fictions' But the argument of the book is:

that the psychological role conflict between 'personhood’
and ‘'womanhood' suffered by Richardson gave rise to her bi-
polar world-view, in which female consciousness is
contradistinguished in nearly every particular from male
consclousness., F

Undeniably, Richardson aimed to create an alternative style and
form of novel, one which represented female consclousness and

abnegated male values. Some feminist critics (Mary Ellwood,

Elaine Showalter, Jane Miller and Gillian Hanscombe) have given

much needed attention ta this neglected navel. But, there 1is an
obvious gap 1in +the growing canon of criticism relating to
Pilgrimage. Initially, when Richardson published the {first
instalments ©of her novel, she was regarded with a mixture of
respect and bewilderment. Her achlievement was recognised by
some, misunderstood .by many. As the succeeding books were
published the novelty value of Richardson's writing was lost, and
critics and reading public alike lost 1nterest. Since

Richardson's death there has been very little academic interest

_14...



Introduction

shown 1in hez_‘ work. There have been some blographical studies,
and her novel has been occasionally referred to 1in critical
antholdgies. and granted an innovatory and precursive status.
But the references are almaost always very brietf. Recent
criticism 1s mostly within feminist terms of reference, which
rejects traditional criteria. Interestingly, though, feminist
critics who evaluate women's writings, concentrate on those
authors whose greatness 1s accepted by traditional criteria.

They concentrate mainly on Jane Austen, the Brontés, George
Eliot, Virginia Voolf. Elaine Showalter, in A_Literature of

Their Qwn (1977) refers to the ‘desert' of women's territory in

‘the atlas of the English naovel.' She wittily describes the
mountalins which enclose the desert on four slides are: 'the Austen
peaks, the Braonté cliffs, the Eliot range, and the VWoolf hills.’
But she éccepts these. landmarks, and explains that her. book
attempts to 'fill 1in the terrain' between them. She does not

make a claim for more, as yet uncharted, peaks and hills.*

Richardson's writing still merits, in most {feminist criticism,

little more than a passing reference. (Desplte Richardson's
avowal of the superiority of the female psyche, her own explicit
anti-femi_nism. based on her disapproval of the Suffragists, and
volced by Miriam, may make her a repellant subject for sone
feminist critics.) Critics who consider Richardscm* to be an
important writer confine their evaluation of bher work within
feminist theory. - As they are concerned with exposing the

patriarchal ownership of traditional literary criticism, and with

_15...



Introduction

forging a néw; female aesthetic (or a frame of critical réference
which deconstructs the binary opposition of male and female)”
they cannot . evaluate Richardson's waork within a Modernist
context. Mary Ellmann points out that Richardson was one of the
three writers who ‘created the introspective, or psychological
novel' (and the only WOman in the three, who 1n¢1ude Proust and
Joyce) and that Richardson was the first to subsist ‘'upon the
lntricacies of the not remarkable, the scarcely noticeable
sequence 0f impresSsions which run between the hemorrhagic moments
of drama.'® Jane Miller describes Pillgrimage as 'the first
explic{tly feminist naovel.' She recognises Richardson's feminism
as lying in her novel's:

.+. capacity to undermine and to reveal the exclusians

inherent in forms which have been claimed as universal,

though historically they have develaoped as expressions of
men's accounts of men's lives.®

Gillian Hanscombe accepts that Richardson was ‘the original

practitioner in English' of what has become know as ‘stream of

consciousness' (even though, as she points out, Richardson

rejected the term).'® Yet, though Richardson's originality, and

the nature of her achievement in a literary context is thus
granted, the treatment of Pillgrimage as unique reinforces the
recelved notion that the novel does not 'belong'.to any movement.
Conversely, some traditionalist critics, as distinct from post-
feminist critics, grant Richardson a place in the Modernist
movement, but often make thelr references to her work so brief
they are in effect  subtly condescending. To date, no critical

work examines Richardson's novel in the light of the avant garde

_16_



Introduction

literary and cultural movements in the early twentieth-century.
Yet everyone agrees that Pllgrimage 1is experimental. It seems
obvious that Richardson's novel cannot be 'reconsidered' until it
has been firstly considered, at length, in the same light as more
famous Modernist novels. This dissertation does not disregard
Richardson's views of women's capabilities, expressed in her
novel and in her other writing. But it does attempt to apply

traditional aesthetic criteria for evaluating the nature of

Pllgrimage.

b
Gillian Hanscombe posits one basic 1issue: 'Are there, or are

there not, essential differences between women and men as
artists?’ (She points out that the standard feminist answer
wauld be in the affirmative.'') GShe goes on to analyse a 'basic
critical problen':
if Richardson's novels are to be considered strictly 'as
novels', they must be so considered according to the same
canons 0f taste and judgement as are the novels in the
mainstream of English fiction. 1If, on the other hand,

they are to be considered as 'female' novels, what canons
can be used?'=

This dissertation maintains +that Pilgrimage Is 1in ‘'the

mainstream' and therefore should rightly be considered according
to ‘mainstream' criteria. Although critics who seek to identify
a female canon of Jjudgement do a great service to otherwise
disregarded women writers, they do, to some extent, a disservice
to Dorothy Richardson. By putting Richardson into a ‘'deviant'

category (that 1is, deviating from masculine norms) they deny the

..17...



Introduction

possibility of comparing Pllgrimage with great novels of her

period. Its essential Modernism remains unrecognised.

Vhen Richardson's novel 1s compared with other Modernist works,

in order to see where and how she belongs in the movement, there

1s one striking ar:mmaly. The account of Miriam's experiences 1s

not obviously 1ironic. Irony is a distinctive Modernist mode.
‘
Modernist works are ambivalent - they combine redemptive and
ironic images. The redemptive nature of Modernism is seen in the
intention to make a new reality and thus redeem the age. And
where redemption is held to be impossible, irony is the prevalent
made. The visionary mode (in Expressionism or Surrealism)
presupposes an innate source of redemptive power 1n peaple,
Irony is less consoling. It nudges us into awareness but leaves
no palliative solution, Above all, it gives a sense of the
autﬁor/artist's presence - a bowing out of final responsibility
but a clear indication of the maker's hand. Both modes - the
redemptive and the iraonic —' are Juxtaposed in Modernist warks.
Pilgrimage cannot be said to show that juxtaposition. Irony is
such a familiar and acceptable modifier that readers expect - and
hope for -~ 1ironic tones 1in any description of fictional
characters and their doings. But neither that familiar literary

effect, nor the 1larger authorial viewpoint, 1is obvious 1in

Richardson's novel, One can find instances where it might be

_18_



Introduction

argued that Miriam's thoughts and experiences have been leavened
by a little irony and some objectivity. But the instances are

rare and become rarer as the novel grows.

The freshness in the writing of Pointed Roofs is appropriate for
the young, naive Miriam. Richardson's style and tone emulate the
spontaneity and rapidity of Miriam's Iimpressions. (Pointed
Roofs has often been described as the most successful of the
Pilgrimage books. However, Richardson thought of it as a ‘small
crude chapter'.'®) But by the fifth book, Interim, the style
change; as Richardson has Miriam retreating into the shelter
offered by her landlady, Mrs Bailey. She has come out of her
‘tunnel’ (described in the book aof that name) where she tries to

make sense of her London life and associates, but she has emerged

into a cul-de-sac. Simultaneously, +the freshness and pungency

0of the first books 1s less evident, as if Richardson's narrative
is miming Miriam's retreat. But there are still, in Interim,
evocative descriptions of drawing rooms and boarders. And
Miriam's friendships - with Eleanor Dear and the Canadians -

still have an indirect humour (in her bad judgements and

unconscious snobbery) whicﬁ, balance the 1increasing number of
internal reveries. By the seventh book, Revolving Lights,
Miriam's interior monologues become more solemn. There is little
in the narrative to provide the redressing balance found earlier.
Hypo Wilson's mocking advice provides a little salt (Wilson being
based wupon H.G, Vells - Richardson's friend, and, briefly,

laver). But, Miriam's habit of pondering upon 'somethings,' (the

_19.._



Introduction

?Grd 'something' must occur more often in Ellgnimagg_thaniin any
other BEnglish novel) becomes more dominant. However, the
pondering has a purpase. The novel 1s about the process of
writing. Miriam begins to think not so much about things, but

about how things impinge upon her consciousness, and then, about

how best she can describe the  process.

There 1is, then, a crucial purpose in -Miriam's withdrawal from the
world. It 1s, as'she explains, necessary to withdraw in order to
g0 back to her essential self:
b
But leaving go, not going through life clenched, would mean
losing oneself, passing through, not driving in, ceasing to
affect and be affected. But the forgetfulness was itself a

more real life, 1f 1t made life disappear and then show only
as a manageable space and at last only as an indifferent
distance. A game to be played or even not played. It meant
putting life and peaple second; only entering life to come
back again, always. - This new joy of going into life, the new
beauty, on everything, was the certainty of coming back. .

(Deadlaock, Ch.v, pp.135-136)

This realisation is linked to Miriam's early attempts at writing
(accurring after her attempts to translate Lahlitte's manuscript).
Her retreat, therefore, is not a means for indulging in passive
sensibllity, but 1in order to write. Pllgrimage is the story of
Miriam's development as a writer. And simultaneously, it 1is the
account of Richardéon's aesthetic quest. In Dawp's Left Hand,
Wilson advises Miriam (not for the first time) to write. The
passage does reveal a rare  irony, in that VWilson's
recommendations are so obviously wrong (for Miriam, according to
her predilections). Miriam refers to Clayhanger (though she
hasn't read it). Wilson confidently replies::

'He's a realist. Documenting. You'd like Bennett.

_20_
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Perhaps the novel's not your form. VWomen ought to be good
novelists., But they write best about their own experiences.
Love-affairs and so forth., They lack creative imagination.'
'Ah, imagination. Lies." |
'Try a novel of ideas. Philasophical. There's Gearge
Eliot.’

'Writes like a man.'

'Just so. Lewes. Be a feminine George Eliot. Try your
hand.' (Ch.ix, pp.239-240)

The only irony Richardson uses in the story of her protagonist's
development as a writer is in the conversations Miriam has with
Vilson., Richardson's novel 1s a protest against this
misconception of her, and women's, capabilities. Wilson advises
Miriam to write criticism ('middles') but Richardson‘'s writing
alms mo;e ambitiously at supplanting the ‘vast oblivions' (p.240)
of male writing. It, by this stage, 1s very clear to the reader
that Richardson's reallism is far removed from the ‘documenting'
or cerebral kind (and thgt neither she nor her protagonist could
possibly admire Bennett's fiction!). And 1if the reader
understands that Richardson wrote 'middles' for most of her
working life 1in order to subsidise her earnest attempt to found
an alternative realism, in her novel, VWVilson's comments have even

greater irony. Certainly they must have given Richardson a sly

amusement, as she wrote the passages.

Richardson's writing 1s both a protest and én offering. She
offered an' alternative realism based upon the workings of her
cansciousness. The fact +that she described this, in her
Foreword, as 'a feminine equivalent of the current masculine
realism' (and that throughout her novel the female psyche 1s

celebrated as superjior to the male) has led some critics to
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evaluate her work on the basis of its 'femaleness.’ Her writing
has been described as typilcally 'female', and its essential
Modernism overlooked. But the so-called feminine aspects of

Richardson's work (for which she is either praised or blamed) are
Modernist characteristics. Leon Edel referred to Richardson's
nagvel as providing a dip into ‘'the great grab-bag' of female
experience.'4 - The phrase recalls Virginia Voolf's ‘'deep old
desk, or capacious hold-all, in which one flings a mass of odds
and ends without iooking Them through''® (as an image for a new
form). Rachel Blau DuPlessis, in 'For The Efruscans', points to

b

the significance of this image:

The form of a desk, the tote-bag, the jourmal. Interesting
that for VWoolf it was the form af a journal, and for Pound
too 1t began as a "rag-bag," a market mess of spilled fish,
but became the form of Analects, of codes, a great man's
laws. '®

The ‘'mass of odds and ends' 1in Pllgrimage 1is evidence of
Richardson's conviction of the ‘'shapeless shapeliness' of the
‘feminine psyche,' the ability to be 'all over the place and in
all camps at once.''” But it is also evidence of the Modernist

characteristic of plecing together multiple fragments.

Richardson's novel 1is not founded on an ‘idea.' She said that
when she first started to write she tried 'ideag' as a startiné
point, ©but found that ‘'too easy, utterly distasteful and
boring.''® Richardson sought to reproduce something more
immutable than mere ideas, something which was true to her female
coansciousness, therefore providing an alternative +to male

intellectual values. In her critical reviews and essays, as well
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as within her novel, Richardson reveals her distaste f‘OI‘ the
conventional authorial techniques, depending upon ‘'a whole
questionable set of agreements and assumptions between reader and
writer.''® Richardson not only attempted a new relationship with
her readers, but attempted to absent herself rather than
perpetuate the.wearying omnipresence in novels (as she saw 1t) of
authors. Richardson's view (expressed in a letter to John Cowper
Powys) of F_imgw,ke_ (1939) reveals her impatience with the
intrusive ‘author's signature across every sentence':

For me much of the book 1is deliberate 'patter,' the shoutings
0of an erudite, polyglot cheapjack, and the suspiciously
explicit guide to the reader, sandwiched in somewhere about

the 100th page, glves away a great deal of the game. But not
alllzo '

Dorothy Richardson has been described as a ‘recognised innovator
in modern fict;[cm; '21 as a user aof ‘stream of consclousnessg'®=<
technique, or of ‘feminine impressionism,'=" (That Richardson
herself refused the tag ‘'stream of consciousness' because of its
linear 1mage, saying +that consciousness was a ‘'pool' not a
stream<4 1s almost always overloaked.) Though Richardson's
experimentalism and attempt at originality has been granted by
critics, she 1s not rrecogniéed_ as being a true Modernist, and
Pllgrimage has not been acclalmed a Modernist work. Yet, 1its
right to be placed within the Modernist canon is based upan mare
fundamental aspects than experimental writing technilques. 1t is
a shocking novel, The shock administered does not lie in the
presentation of disturbing subject-matter, 1t 1lies 1n <the

disturbing absence of convention. The prose style is random and
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rambling. | Punctuétion is 1informal and 1diusyncratic; The
protagonist 1is described by disconcerting shifts from the third
to the first person - with no preparation fuf the shift. And she
is not a "heroine." She 1s shown without apology, as silly,
snobbish, self-conscious, pompous, humourless - as well as
sensitive and intelligent. There is no hierarchy of values. No
event has greater significance than another - a shadow receives
as great éttention and detail as a sulcide (and often more).
‘Nothing happens;' as May Sinclair salid in her essay 'The Novels
of Dorothy Richardson' (1918)=%5, (This equal attention to all
‘ch:lngslh met with hostile criticism from at least one of
Richardson's contemporaries. Katherine Mansfield, in her review
of Interim, said: ‘'Everything being of equal importance, it is
impossible that everything should not be of equal
unimportance. '=<%) The traditional drama of beginning, middle,
end; of cause, effect, conclusion, 1s subsumed in - often
banished by - the greater attention to the making of the novel
and simultaneocusly the "making" of Miriam. Instead of dramatic
events there is minute attention to light and shade, to the
individual sound of syllables, to the juxtaposition of shapes and
textures, to profiles, 1001;8, sounds, memories. Pilgrimage 1is
uncompromising. It presents a deep pool of consclousness and
invites, commands rather, complete submersion without Jjudgement
by the reader.. All preconceptions of the traditional novel must

be abandoned. The reader is asked to believe that ‘reality' is

having its own say.
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Thé phrase used by Richardson in her 1938 foreword - ';.. -
stranger in the form of contemplated reality having for the first
time in her experience its own say' - serves as a banner‘ flying
Dorothy Richardson's Modernist colours. Her concern with the
making of her novel, and the status of the written work and her
relationship tﬁ it is typically Modernist. She is a consciaous
innovator, The reality she uncovers, she says, is a ‘'stranger’
in its written form. This is an ambiguous image. Contemplated

reality becomes 'étrange' because it has been newly seen, but it

ls also ‘strange' because it has changed. The act of writing
)

changes the subject, and the written text seems to acquire

autonomy. Richardson feels that the writing frees her from

herself, and allows her to abjectively caontemplate herself and
her preoccupations fqr the first  time. Richardson's
personification of reality, saying that it has been allowed to
have 'its own say' suggests that reality can really speak for
ltself, that her work is "artless" - so pure that it is self-
born, unadulterated by the interferences of a writer. But, as
all Maodernists do, she knows that that 1is 1mpossible. And the
knowledge is 'torment.' In the Foreword she goes on to describe
this torment - not only at tﬁe failure of reality to 'adequately
appear within the text' but at the disintegration of reality into
multiplicity. She describes the 1impossibility of ‘netting’
truth, of her despalr at the apparently willful elusiveness of
finite statement. Reality has- ‘a hundred faces, any ane of
which, the moment 1t was entrapped within the close mesh of

direct statement, summoned its fellows to disqualify 1it.'  All
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Introduction

these preoccupations, and the images used to express them, are

evidence of Richardson's essential Moderniom,

The first part of this dissertation attempts to describe, with a
range of examples, +the nature of Modernist 1literature. I
concentrate on three predominant aspects of Modernist literature:

modes of seeing, formlessness, and the ‘'written.,' The aspects
\

have been selected as representative of unifying elements in an
otherwise 1diosyncratic and disparate movement, and as having a
particularly strong connection to Richardson's work. In the 1938
Foreword she refers to _all these themes. She speaks of the
'hundred faces' of reality; of the 'rose-coloured and distorting
telescopes' of the Romantics being substituted for by mirrors of
plain glass; refers to fluid prose - 'moving from point to point
without formal obstruction,' and of +the torment of <turning

‘Independently assertive reality' into text.

Having established the claiml that Dorothy Richardson's novel 1s
born from and contributes to the Modernist movement, I move oan,
1n the second part of the dissertation, to a close analysis of
Pillgrimage 1in the terms of the first part. The three major

themes will be d1identified 1in Richardson's novel, and 1its

Maodernism established and discussed.
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MODERNIST THEMES.




Modernist Themes

In the 1938 Foreword to Pilgrimage, Dorothy Richardson makés the
claim that she is a precursar (though her claim is almost hidden
behind her qualifying statements and complex, formal prose).
Richardson was indeed a forerunner in a literary maovement - and
the caver-all name for the movement is Modernism, Modernism - an
international movement - 1is a descriptive term for particular

works of art created during the first three decades of the 20th

cent'ury.‘ Modernism also embraces drama, music, poetry and the
visual arts. BEven an arbitrary selection of publications and
events in the late nineteenth- and early twentleth-century would
demonstrate the 1international and polymorphic nature of
Modernism. In the six years at the end of the nineteenth-century

we have: Villiam James' Principle of Psychology (1890); Knut
Hamsun's Hunger (1890); Mallarmeé's Pages (1891); Bergson's Matter

and Memory (18906); Chekov's The Seagull (1390). In the first

decade o0of the twentieth-century, Modernism includes Henry James’

Vings of the Dove (1902); Strindberg's A _DRream Play (1901);
Mann's TJonio Kroger (1903) and Rilke's New Poetry (1907-8). The

embracing nature o0f Modernism 1is 1illustrated, 1n the early
nineteen hundreds, by such significant events as the emergence of
Fauvism about 1905 (focussed around Matisse); the founding of
Cubism about 1908 (Picasso and Braque); the Post-Impressionist
exhibition in London 1in 1910; &Stravinsky's Rites of ©Spring,
composed for Diaghillev's ballets russes, performed in 1913; and

the founding of the Bauhaus in 1910.
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A semantic confusion arises when such a protean adjecfive as
'Modernism' describes a movement now fixed in time. But 1in a
sense, Modernist works are still modern - 1n a general,
adjectival sense. The movement hasn't stopped moving. Features
which united disparate Modernist works - the sense of dislocation
from the past, of being out of tune with contemporary conventions
~ are still modern. Being "out of tune" and disturbed 1s still a
modern notion. Probably for that reason criticism retains the
descriptive noun 'Modernism' and hasn't re-named the movement.
;

The name ‘'Modernism' arose out of the self-declared modernity of
those critics and artists involved in the movement. They named
themselves (one  wouldn't retrospectively name  something
‘modern'):

The word Modernism passed into general vocabulary around

1890, was a key-waord about 1900, and by 1910 had given way to

other '-isms' deriving from the creative ferment of the new

century. '’
Yet why should such an obvious quallity as 'modern' (all movements
were originally modern - the adjective 1is a moveable feast)
remaln the name for a cosmopolitan, schismatic, multi-art-form
movement which. spans at least three decades? It must be that the
word ‘'modern' was fastened upon as though it were a nonce-word,
and ‘claimed as an authoritative noun rather than adjective
because the one <thing 1linking all the isms (Expressionism,
Cubism, Imagisn, .Vcrticisz_n, etc) 1s a response to the moment.
Modernists of 1900 - 1930. demonstrate a consciousness of

historical time and of moving not so much with as ahead of that
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time.  That consciousness was writ extraordinarily large, in

Blagt typeface.

Gertrude Stein, 1in an account of her first aeroplane flight,

described +the necessity for the artistic creator to be

'presciently contempaorary. The vislonary experience confirmed her
convictions:
When I looked.upon the earth 1 saw all the lines of cubism
made at a time when not any painter had ever gone up in an
airplane. I saw there on the earth the mingling lines of
Picasso, coming and going, developing and restoring
themselves, 1 saw the simple solutions of Braque, yes I saw
and once more I knew that a creator is contemporary, he
understands what i1s contemporary when the contemporaries do
not yet know it, but he is a contemporary...=
The artist, then, is not so much in a tradition but a respondent
to the 1immediate., Artists have thelr finger on the pulse of
their own time. But it 1s significant that Stein experienced her
"vision® 1n a 'plane high above the earth, enclosed and remote.
The counterpart to +the Modernists' consciousness o0f Dbeilng
cehtemporary ls their conviction of not fitting into the age. In
understanding contemporaneity before their contemporaries they
never really belong. Like Hamsun's protagonist in Hunger (18350)
or Kafka's Hunger Artist, they cannot be nourished by the society
which produces them, and on which they comment. They cannot
flourish in their present, so they must recreate reality. They
are keenly aware of their relation to the moment but arraign the
deficient present by way of turning their attention to the past
or to the future. The Modernist artists have woken from the

‘common dream' and find <their only share 1n the world 1is
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‘dissipation and despair.'® Unless, that i1s, they form their own
mythology - from redemptive images from the past (Byzantium,
Periclean Athens, the Quattrocento) or by 1mage-ing the

indeterminate future.

Throughout Pilgrimage Richardson makes her protagonist, Miriam
Henderson, an ‘'alien' ('She was an upstart and an alien and here
she was.' - 7The Tunpel, Ch.xvi, p.162), Miriam is solitary
rather than. lonely, a distanced observer of her surroundings -
not a ‘participator. She lives in a city and 1is stirred by
menmories and 1mages of gardens. She 1s alone in the city,
estranged, not belonging. She mixes with people on the fringe of
conventional saoclety: Fabians, Anarchists, Zionists, Quakers,

Spiritualists - and sundry "Cranks" - all examples of the exotic

types found in large cities. But Miriam remembers an Eden-like
garden, 'the first thing she could remember' (Backwater, Ch.vii,
p.316) and experiences her clty scenes more keenly for that. In
the later Pjllgrimage books Miriam 1s to be found in rural
settings. But 1in the city she 1s modern. Apart from the .
external signs of her modernity - living in rented rooms, smaking
cigarettes, bicycle riding - she has something of the prescient
contemporaneity described by Stein. She is apart, separate - and
feels herself to belong to another order of things. The
counterpart to the city-present 1is the garden—-past, but she
nevertheless takes delight 1in her city 1life. The city, for

Richardson, does not require an absolving myth (the garden) as
antidote. But Miriam uses the garden image as spiritual balm.
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Her existence is anguished - veering from spirituval serenity and
visionary experience to painful alienation and a sense of

dislocation from her peers.

Modernist works often share a perplexing or absurd nature. They
are contentious, they have a capacity to outrage (as in Dadaism)
and they make a direct address to and demands upon the
reader/spectator/audience. But often the address and the demands
do not constitute a requirement for agreement or sympathy.
Rather, ‘they réquire reaction. Response suggests a possibility
of correspaondence with an audience; reaction merely confirmation
that the gesture was effective - that the artists are assured of
their belng pitted against the recipients of their work. Ortega
Y Gasset announces that modern art ‘will always have the mASSes
against 1t.' It 15, ‘'essentially unpopular; moreover 1t is anti-
popular.' He goes further: modern art 'divides the public 1into
two groups.' One 1s a ‘specially gifted minority, favourably
inclined, with an organ of comprehension denied to the other',
which is 'the hostile majority.' He makes a distinction between
'two castes of men;' the 'illustrious' and the ‘'wvulgar,' and
celebrates with relish (though he pretends the disinterest of a
‘zoologist'!) 'an art for artists and not for the masses, for
"quality" and not for Ahol pollol'.“4 It may be true that
Modernist art was art for the cognoscenti. Dorothy Richardson's
novel, however, has an innacence not implied by Ortega Y Gasset.
Her form of writing was written as an alternative to existing

forms, and in that sense provides a challenge and a protest. But
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i1t does not pfesuppose an audience. It was written for its awn
(and Richardsan's sake). Valter Benjamin says that art 'in none
of its works' 1s concerned with man's response: ‘No poem 1s

intended for the reader, no plcture for the beholder, no symphaony
for the listener.'® This is, of course, as true of Modernist art
as Ortega Y Gasset's pronouncement which suggests that authors
consciously aim for an illustrious readership; However, the end

result may well be that which Ortega Y Gasset describes.

Certainly, the Modernist movement involves an internal debate
about ii:s own techniques - and in that way the growth of the
movement was fostered. Richardson's Pillgrimpage thus contributes
.to the growth of the movement and is part of it. Her naovel
reflects this refusal of popularity and preferred concentration
on form. oimultaneous to Miriam's consciousness as subject,

there is another implicit subject - the written, and its relation

to reality.

Just as Richardson's place in the Modernist movement was not
without previous ‘pathfinders' - to use her word - the Modernist
movement 1itself was vaiuuslly not self-born. A sequence of
events prepares the ﬁay for Modernist ideas - they could not
have been self-generated. The question of the status of the
artist is one of the precursors of Modernist themes. It may be
that the creative paower of the artist was an Expressionist
preoccupation, but it was also an aspect of Romanticism.® The
price the artist pays in social and 1intellectual alienation for
his creative gift is an idea prevalent in Romantic poetry. The
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neurasthenia assoclated with come aspects o0of Modernism

(intraospection, despair, alienation) echoes a simllar malaise and
concern with the 1rrational in the works of such artists as
Gericault or Goya. The crucial seminal figure (for Anglo-

Modernists) 1is VWalter Pater. There are, particularly, 1in his

collection of essays The Renalgsance, published in 1873, many
apparently pfescient phrases and 1ideas. A necessarily brief
extraction of some of these phrases and ideas illustrates Pater's
centrality: In the ‘'Preface' he says that what 1is important is
'‘not that the critic should possess a correct abstract definition
of beauty for the intellect,' but: ‘'a certain kind of
temperament, the power of being deeply moved by the presence of
beautiful objects'. O0Of the 'producers' of culture he says: 'each
group 1s solitary, gaiﬁing what advantage or disadvantage there
may be in intellectual isolation.’ In his 1867 essay on the
elghteenth-century scholar Winckelmann (who ‘came into the world
too late' and is out of joint with his time) Pater says this:

The basis of all artistic genius lies in the power of
conceiving humanity in a new and striking way, of putting a
happy world of its own creation in place of the meaner world
of our common days, generating around itself an atmasphere
with a novel power of refraction, selecting, transforming,

recombining the images it transmits according to the choice
of the 1maginative intellect.

And in his 'Conclusion' Pater uses images aof a web of threads, of
a stream; describes experience as a series of unstable
impressions locked in an isolated mind; time and impressions as
‘infinitely divisible' - ‘tremulous wisps;* and ultimately
describes experience 1in tefms of 'pulsations' which we should

seek out, intensify and prolong. And so Pater foreshadows Ortega
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y Gasset and Virginia Woolf (when they speak of bhaving to

abstract or ‘desubstantize' reality, giving 1t a new fictional

substance); VWilliam James' ‘'stream® as a metaphor for
consciousness and Bergson's notion of duration. Dorothy
Richardson's own attempts to net reality, +to portray

consciousness as random and without dimensions, to show
experience as the 1isolated interaction of mind and things, are

all derived from Pater.

Modernism comprises all the art-forms. The awareness of the fact
that 'one and the same inspiration, one and the same biological
style, are recognisable in the several branches of art'” confirms
the Modernists' conviction of cultural revolution. The effect of
such widespread interfusion 1s apparent as art—-forms break out of
thelr frames, as it were, using synonymous technlques, declaring
the interdependence of one form with another, and announcing
their involvement in the technological twentieth century. The
result 1s institutions such as +the Bauhaus, where Modernist
design and industrial and domestic architecture derives from a
merger of academy arts with the arts and crafts movement; the

Dadaist cultural circus, employing poet, writer, painter,

sculptor, musiclan - avant garde impresario; the collaboration
between poet and painter welding together language and visual
image for the éuPremely modern medium of advertising (Radchenko
and Mayakovsky); the ironic, flickering of letters and fragments
of words across a canvas, drawlng attention to two systens of
signs; images taken from film and photography in visual arts and
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in 1literature, prose using musical phrasing and composition;
music taking 1ts -cadences from +the harsher harmonies of
mechanized atonallism; poem-drama; dance-poem. Subject and forms

coalesce, echo each other.

There 1s a unifying principle within the amalgamation of art-
forms, and that 1s the concern with form 1tself. Vhen the
painter Maurice Denis says, 'a picture ... before it is anything
... 1s essentially a surface covered with colours arranged in a
certain, order'® he 1illustrates the Modernist interest in the
reciprocity of analyéis and synthesis. Vithin the mode there is
an jimplicit debate about the nature of making, the instruments
and material for making, the status of that which is made - and
the maker. The made object, the artefact, breaks down under
scrutiny into its component parts ('l saw the mingling lines of
Picasso, coming and  going, developing and destroying
themselves'). 0Once made, the aobject ceases to be a composition -
its wholeness defiles the artist, 1t has become something for its
own sake, 1in 1ts own right. But it 1s never the thing it
represents. The parts which .the artist has put together assemble
themselves with an autonomy unrelated to the artist's intention.
For instance, Magritte's jokey 'This is Not a Pipe'® ironically
demonstrates that the painted subject, no matter how faithful the
representation, is something radically different to the imnitial
object. Gaudier Brezska's account of the attenmpt to alter bhis
rifle butt (in an arficle in Blast'®) suggests that the material
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properties of abjects defy 1intellectual 1intent, and' that,
ultimately, it is the parts of a thing which create an image:

v+ IWo days ago I pinched from an enemy a mauser rifle. Its
heavy unwieldy shape swanped me with a powerful IMAGE of

brutality -
I broke the butt off and with my knife 1 carved in it a

design, through which I tried to express a gentler order of
feeling...

BUT I WILL EMPHASIZE that MY DESIGN got its effect (just
as the gun had) FROM A VERY SIMPLE COMPOSITION OF LINES AND
PLANES.

The analytical quélity in Maodernism stems from the nineteenth-
century positivist belief in it being possible to dissect and
table tﬁe constituent parts of experience and matter. But eérly
twentieth-century awareness of a molecular reality is tinged with
desperation: despair at ever being able to represent the protean
flux, or desperate celebration of flux with disposable art (as in
Dadaism) . Each art-form announces the fragmentary nature of
experience; each artefact itself a fragment, each composition of
fragments detaching itself and reforming like the division and
multiplication of cells. Strindberg's preface to Miss Julie
(1888) describes the ‘'uncertalin and disintegrated' nature of his
characters:
My characters are conglomerations of past and present
stages of civilisation, bits from books and newspapers,
scraps of humanity, rags and tatters of fine clothing,

patched together as is the human soul.

This ‘'patching together' of disparate elements foreshadows a
ubiquitous preoccupation. There are works which apparently
attempt <0 encompass the whole - literary works such as
Pllegrimage; Ulvsses(1922); A _la recherche du temps perduy (1913-
1927); The Vaste Land (1922). But each is ultimately a fragment,
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or is compoSed of fragments. Ulyssegs 1s ‘'one day in the 1life
of...' 1he Waste Land 1s a series of lyric fragments (';rhese
fragments I have shored against my ruins') Pllgrimage 1s randam
Consciousness.'unfinished. And as it 1s based on the life of the

author and the protagonist, could never be truly finished.

Painters who obsessively re-paint the same scene or object
(Monet's haystacks and views of Rouen Cathedral, Cezanne's views
of Mont Ste Victolre) are attempting to net the whole through a
series bf stillnesses. They are related to Seurat's pointillist
technique. But where Seﬁrat‘s pointillism produces calm, pale
scenes, Monet and Cezanne's polnts of paint are magnified and
(comparatively) random, fraught rather than serene. oame
technical terms such as Pointillism, Divisionism, Cubism'' aptly
1llustrate the notion of composing mosaic-like structures.
Collage and montage are the most typical techniques 1in the
visual, plastic arts. In literature ‘stream of consciousness'
and  ‘counterpoint’ suggest something more organic, more
harmonious than these atomized, analytical techniques. But
stream-aof-consciousness emanates from interior, private

viewpoints, VWhether one viewpoint or many, the effect is still

of peering through a chink - a blinkered view upon a panorama.
Always the fragment implies an unencompassable whole, and a vast
artefact implies a 'shoring together! of fragments,
*Counterpoint' suggests a harmonious ‘repetition plus variation®
but the pattern is 5£ill composed of mutable fragments.
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If collage 'is the most typical technique 1in visual arts,
synaesthesia 1s the supremely characteristic technique 1in
Modernist 1literature. Symbol may, 1like +the portrait-of-the-
artist, embody the difficulties in the surrounding form, ar, by
effecting a harmonious fusion, challenge contingency by offering
supreme artistic order (a golden bird, a rose, a garden, a tower,
a fountain)., Or symbols may be used for occasional synthesis; as
ironic, ablique interventions - declaring maore emphatically the
random, tenuous nature of temporary artistic order. This latter

1s more' characteristically Modernist. The synaesthesic technique

links diverse and isolated incidents. It do=s not signify a
fusion in time and space. Art operates on disparate elements

with centripetal force, and Modernist art reveals that process

whilst implying the counterpart notion of ‘'things falling apart.’

Vhat unites Modernist writers, above all, 1is thelr commitment to
the remaking of art. The Modernist artist, the Modernist work,
and the Modernist period are characterised by the atmosphere of
crisis. A Y"crisis" is a turning-point, a moment of decision, a
time fraught with danger - ‘but suspenseful and therefore tense
with excitement. The turmoil and 'passionate intensity' of the
movement 1s x;eflected in its self-conscious, neurasthenic works,
but, equally, in the elén and vitality of its style-conscious,
dynamic waorks. The 1innately ambiguous quality of Modernist
literature stems from the knife-edge of crises. Images of the
city denote this mix of danger, isolation-in-a-crowd, vitality

and decadence, and they are plentiful 1in Modernist works (and
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especially i'n'P_ilgM). The presciently contemporary artists
look in upon themselves and the art of making. They suffer a
crisis of confidence in their tools of analysis and synthesis.
Thelr medium, and, inevitably, themselves, becomes thelr subject.
Dorothy Richardson's Pilgrimage displays all these

characteristics.
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Seelng

...1in the mirror it is easier to abstract ourselves
completely, and look upon the changing scene as a whole. It
then, at once, takes on the visionary quality, and we become
true spectators, not selecting what we will see, but seeing
everything equally ....... ... .00, The frame of the

mirror, then, does to some extent turn the reflected scene
from one that belongs to our actual life into one that
belangs rather to the lmaginative life.?

Ways of seeing 1s a recurrent theme in Modernist writing. Roger

Fry's essay of 190@. in particular the paragraph quoted abave, is

a goaod 1introduction to the theme. It contains important
| ¥

Modernist aspects of seeilng: seeing at a remove (through glass);

"fixing" shifting parts so as to see the whole; visionary seeing;
true witness; transforming the actual into the imaginary and, in

turn, the imaginary becoming more “real® than realiiy.

In the first three decades of +this century there are many
authors, very different in their style and subject, who use ways
of seeing as extended metaphors for a response to the
nmultiplicity of experience, and the phenomenal world. In order
to examine different kinds of seeing, 1in Modernist writing, this
chapter will refer to very ciifferent novels — many being linked
only by their using themes of sight and seeing as integral to the
tenor of the novel. The kinds of seeing are: prosaic seeing of
material objects; fillmic seeing and recording of things,

witnessing; and visionary experilence.
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Turn-of-the-century Symbolists turned their attention away from
the world in an attempt to 'spiritualise literature,' to 'evade
the o0ld bondage of exteriority' as Arthur Symons said in his |
introduction to The ©Oymbolist Movemept (1889)=, A ‘magical® .
evocation was sought and description banished 1n the revolt
against the materiélistic tradition. In Yeats' early essay, 'The
Philosophy of Shelley's Poetry' (1900)=, he claimed of the 'maker
\

of literature:’

the more his mind is on fire or the more creative 1t is,
the less will he look at the ocuter world ar value 1t for its
own sake. It gives him metaphors and examples and that is
all, He is even a little scornful of it ..... I am certain
that every high thing was invented in this way, between
celeeping and waking, as 1t were ....
This was Dbefare Yeats had renounced his 1deal vision of
Intellectual Beauty for a vision based upon contending opposites
(in which the material world plays its important part). However,
the notion of creating "between sleeping and waking" 1illustrates
a desire to eschew material phenomena - to dematerialize self and
things. The dreamer's perception of things bhas a higher value
than ordinary waking perception. As in the Dream Play (1901).

Strindberg says, in his preface: 'Time and place do not exist; on

an insignificant basis of reality the imagination spins, weaving

new patterns ...' Multiplicity in the phenomenal world is mimed
but superseded by the multiplicity of dream consciousness: 'The
characters split, double, multiply, evaporate, condense,
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disperse, assemble. But one consciousness rules over them all,

that of the dreamer ...'°

The Modernist novel 1in the early twentieth century attempts a
less evasive treatment of exteriority, a painfully wakeful
consclousness presides. Conrad's preface to The Nigger of the
!Narcissug'! (1897) stands in sharp contrast to the Symbolists and
early Expressionists (and according to Ford Madox Ford 'expressed
the aims of the New World.')4:

My task which I am trying to achieve is, by the power of the

written word to make you hear, to make you feel - it is,

before all, to make you see, That and no more,

and it 1s everything.

. The task ... is to hold up unquestioningly ... the

rescued fragment before all eyes in the light of a sincere
mood. It 1s to show its vibration, i1ts colour, its form; and

through its movement, its form, and its colour, reveal the
substance of its truth
Conrad's looking, and his desire to make his reader see differs
from the realism of early twentieth-century novelists such as
Bennett, or Galsworthy, or VWells. Vells himself describes the
difference, 1in his autoblography (1934), using the example of his

own and Conrad's description of a boat.® For Conrad and other,

later, Modernists, the thing seen 1s not an accessory (as it is

for Vells)., It has a heightened resonance; it detaches from the

'story' and looms significant in its own right.

Material phenomena have an ambiguous status 1n Modernist fiction.
Objects are both the starting point for a transcendent creative

vision, or have a strange life of their own (so that the

vividness has an eery or threatening quality), or bhave a
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phantasmal insubstantiality. And, though the seeing of objects

may appear to be an rinitially transcendental experienoé, a
disturbing echo aof their "“speaking" solidity remains and must be
arased. This double-edged quality can be seen in two novels

which appear near the beginning and end of the thirty-year span

of Modernism: Mann's Death in Venice (Der Tod in Venedig - 1911)
and Canetti's Auto da Fe (Die Blendung - 1935). In Autg da Eé

Kien, the protagonist, has banished from his room anything which
may tempt his sight away from his books (as things are so
powerfu}l and so seductive), There is no window, so no temptation
to look out at the street, no ‘'single, superfluous article of

furniture,' Kien is so disturbed by the life in things that he
banishes them from his sight. VWhen his housekeeper-wife brings
articles of furniture into his rooms he makes himself 'blind' (by
closing his eyes) to the 'traitor objects' in an attempt to deny
their threatening, intrusive quality. He 1is 'dazzled' by the
furniture.® -Mann's Death in Venice does not give such weight to
-the quality of objects, but shows an equally ironic treatment of
the 'dazzled' protagonist. Aschenbach's infatuation leads him to
associate his smitten exaltation of Tadzio with his art: ‘Mirror
and image! ..., with an outburst of rapture he told himself that
what he saw was beauty's very essence ... Tadzio becomes,
momentarlily, an object:
Has it not been written that the sun beguiles our attention
from things of the intellect to fix it on things of the
sense? The sun, they say, dazzles; so bewitching reason and
memory that the soul for very pleasure forgets its actual
state, to cling with doting on the loveliest of all the
objects she shines on. Yes, and then 1t is only through the

medium of some corporeal being that it can raise itself again
to contemplation of higher things.
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The writers' intentions are very different., Canettl's theme of
blindness is ironic but bizarre. The world and experience of the
protagonist is surreal, and the author's intentions not obvious.
The large significance of objects is a factor 1n Kien's madness,
and the readers are free to make of this madness what they will.
Mann's 1irony 1s more subtle, but Aschenbach's self-delusion is
presented in a way that nudges the reader into awareness of an
ironic authorial presence. The theme 0f blindness and seeing is

incorporated into‘recognisable tragi-comic form.

'

The idea (which Aschenbach broods on) that the contemplation of
objects can lead the artistic vision on, beyond or above matter,
is apparent in Woolf's To The Lighthouse (1927). This time, the
theme does not have Mann's classical tone. Lily Briscoe's
painting starts ‘'among hedges and houses and mothers and
children.' Her pictures are more than the 'relations of masses,
of lights and shadows,' but transcend the starting-point subject
s0 that the picture must be ‘'groped for' in the imaginative area
between the actual and the abstract. Roger Fry's eséay 'The
Artist's Vision' (1919) provides an explicit example of this kind
of looking (both detached .and impassioned). In discussing
'creative vision' Fry says the artist ‘passionately' apprehends
‘certain relations of directions of line' seeing them
‘digstinctly,' seeing them as 'full of meaning:'
In such a creative vision the objects as such tend to

disappear, to lose their separate unities, and to take their
places as so many bits in the whole mosalc of vision.”?
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Objects are both dwelt upon and vanquished, It 1is ‘'irrelevant®

to ask the artist about the nature of the aobjects which compase
'this generalized and all embracing vision.' Objects 'ténd to
disappear' - they become merely parts of a greater imaginative
whole. It 1s not obviously apparent in Fry's essay, nor in the
‘accaunt of Lily Briscoe's painting in To the Lighthouse, that
there 1is felt to be a disturbing quality in mere things (other
than 1in +the attention given to the paln and difficulties
encountered in representing things). But it is very apparent in
much Mo.c}ernist- writing that things have an unnerving potency.
The disturbing quallity can be seen in either the solidity of
matter - that eery vividness which Conrad saw and desired his

reader to see - or 1in the insubstantiality of matter when

compared to the 'truer' substance of the imagination.

The Symbolists aspired to a higher, finer world of the
imagination. Pater's 1867 essay on Vinckelmann refers to
artistic genius as '... putting a happy world of its own creation
in place of the meaner world of our common days.'® Virginia
Woolf describes in her diary FJune 19th, 1923) her own methaod of
superseding the 'meaner world' of reality. But she goes further.
She responds to Bennett's criticism of Jacob's Room (1922)., She
says his criticism belongs to the ‘old argument that character is
dissipated into shreds now; the old post-Dostoievsky argument.'’
(And, by-the-way, shows her consciousness of her own modernity as

contrasted with Bennett.) She accepts that she hasn't 'that

"reality" gift;' - 'I insubstantize wilfully to some extent,
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distrusting reality - 1its cheapness.'® VWoolf's views afe less
sanguine than Pater's. For Woolf and for other Modernists
superseding the substantial is fraught with ambivélence.
Imagination is held to be more real than matter. But matter re-
asserts 1tsel£ and 1ts very substance challenges attempts to
‘insubstantize. In VWyndham Lewis' Tarr (1918) the eponymous
protagonist explains imagination as being a reinterpretation of

experience:

‘“..but I meant only that everything we see - you

understand, this universe of distinct images - must be
reinterpreted to tally with all the senses and beyond that

with our minds: so that was my meaning, the eye alone sees
nothing at all but conventional phantoms.®
It 1s startling that phenomena should be described as phantasmal.
The 1nversion is forced and tenuous. The strain of denying
substance to things shows 1in the use of the word 'phantoms.’

Things have power, and a power to ‘'haunt' even when their

exlstence is denied or 'reinterpreted.’

ii., Spnapshots

Vhen we look for evidence that things do exist we often accept

film or photograph as proof - just as though things are indeed
phantoms and we are all engaged on a ghost-hunt equipped with

recording equipment., The apparently objective proof of this kind

of record provides security which combats the pervasive Modernist
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idea of phantasmal phenomena - but 1t is yet another method of
reinterpreting the actual. Photograph and film, then, bhas a
fascinating quaiity for Modernists. Fllmn can show us more than
we can, unalded,- see. . And 1t gilves ijecfs a contained
significance - seen again, <throaugh a frame, they may be
contemplated without anxiety. Robbe-Grillet, in discussing film,
ctates the ‘'pecullar' fact +that filmic fragments of ‘'crude
reality' are more vivid to us than the identical scenes which 'in
real life do not suffice to free us of aur blindness.' And when
be speaks o0f our conventions of seeing, our habits of
classification, custom preventing us from apprehending the
‘unaccustaomed nature of the world that surrounds us''® we are
reminded of Proust and of Bergson - and their respective

treatment of cinematic and photographic maodes of seeing.

In Part 1 of Qwann's VWay (Du Coté de Chez Swann - 1913) Marcel

describes the palliative power of custam in taming the disturbing
life in things (this 1s quite different to the resirictive,
anaesthetic power of custom to which Rabbe-Grillet refers). And
in Part 1 of ¥Within a Budding Grove (A _1°'CUmbre des Jeupes Filles
en Fleurs - 1918) Marcel campares the reality of things seen
directly, at last, with the reproductions which had prepared bhis
eye beforehand (photographs af Balbec church.' casts of 1its
statues), Marcel reminds himself that the confronted reality is,
must be, '"“something far greater"' than its repruducfinms. But
he admits almost immédiately that they are ‘something less,

perhaps, also.' The statue and the church, seen directly, are
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' reduced' to - thelr ‘'own apparent form' whilst thelir
reproductions were '1deal, endowed with universal value.' Marcel
has superimposed an 1imaginative value upon the ‘'unaccustomed’
(therefore ultra real) quality of the images aof Balbec church.

The directly seen objects are vulnerable to the vicissitudes of

custom. '’

Bergson, in Laughter (lLe KRire - 1900) describes our utilitarian
way of seeing; making a 'functional selection...according to our
needs, seeing ‘only 1labels.''Z, In Creative Evglution
(L'Evplution Creéatrice ~ 1907) Bergson uses the 'cinematograph®

as a simile for the ‘mechanism of our knowledge;' the ‘rapid
replacment of instantaneous views.''™  But Roger Fry, 1in 'An
Essay 1n Aesthetic' (1909) +though echoing almost exactly
Bergson's 1ideas on specialized, utilitarian seeing'¢ wuses the
cinematograph simile for showing 'a curious side glimpse inta the
nature of ... imaginative life.' Though he eventually finds the
‘mirror' to be the better simile for the 'visianary quality' in
seeing, he approves of the objectivity of cinema: we see more
inclusively, more freely, more clearly.'® He moves beyond an
analysis of a?omized, positivist seeing (and knowing) ta the idea

of 'privileged‘ seeing.

Aldous Huxley's protagonists' ways of looking, in Point Counter

Point (1928) and Eyeless in_ Gaza (1936), provide an interesting

rider to these cinematic ways of seeing. Both novels, very late

in the Modernist period, show an awareness of contemporary
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notions coupled with an 1ronic use of nineteenth-century
sclentific modes of seeing. They look back, as it were, -adruss
the history of Modernism. Quarles, in Point Counfter Point, - says:
‘“... the essence of the new way of looking is multiplicity"' and
he wants to '“look with all those eyes at once."' The different
kinds of looking vary 1in this novel, from the 'zoological’
novelist/aobserver's +to the laboratory technician's, +to the
‘blind' politicians','® In Eyeless 1In Gaza these themes
reappear. Memories are likened to photographs'? - providing
snapshot-like visians. They fasten, focus and edit. The
metaphor takes on another significance when extended by the
images of viewing things and people through a microscope. This
way of looking ‘'“microscopically and instantaneocusly, as well as
in the lump and by the hour"' is double-edged. It may be used as
an image of a fecund and terrifyingly unconscious multiplic;ity.
or as a serene vision of harmony and wholeness - both ‘edges’

being employed in Eyelegss in Gaza, and always potential 1in

Modernist novels.

Film and photography are the fascinating new me'dia for
Modernists. They provide a new way of looking at things. A way
of reducing fragmentary, multiple experience into graspable
parts, of staying time and ‘fixing' the moment. They offer
apparent evidence of what things and people are really like, but
they are, after all, only a part of the <truth. They offer a
palliative solution t‘U seeing things and people outside of the

flux of time but the 'evidence' proffered is specious. Things
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become idealised. .Their images seem to possess a greater truth
than their ac?uality‘ The imagination, offered accurate pictures
of things, immediately reinterprets them, absolves them of
materiality and imbues <them with another order of being.
Meanwhile, tﬁé objects remain - solid, 'cheap' maybe, but with a

reality which is so disturbing that it has to be denied.

11i. The Logking Glags

In Modernist novels the motif of blindness 1is often used
ironically. But it is a grave i1irony which operates, drawing
attention to an 1impoverished moral sense 1in the <fictional
protagonists, or to the difficulty in ascertailning what 1s real.
Metaphors of blindness or sightedness are used by Modernist
authors to point to their own role as witness of events. They
attempt to see clearly, to make thelr readers see, to create a
truth and to translate the t;uth 0of reality into the novel form.
But the process is vulnerable. The aim is high but may, after
all, produce nothing more than speciosity. Early twentieth-
century novelists debate claims to, and methods for, true-

witnessing. They attempt to eschew the 'lying' quality in

conventional narrative: ‘fabrication following upon fabrication,

description breeding‘ description, lie propagating 1lie.''®

Virginia Woolf in her essay 'Mr Bennett and Mrs Brown' (1924)
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argued that. the Edwardian novelists (such as Arnold Benmett)
employed a kind of observation that was looking without seeing.
That kind of objectivity reduces material phenomena to the.status
of accessories - the method Wells describes as his own. Ve can
be too objective and distinguish too clearly, according to
Modernist thinking. The supreme witness 1s the one whose eyes

are not 1influenced by superfluities, so +that phenomena and

experience are given true weight. The passive clairvoyant seeing

0f blind Tiresias in The Vaste land (1922) 1is a form of true

seeing.'®
)

The passage in Bergson's (Creative Evolution (referred to on p.44>

discussing the ‘'mechanism' of our knowledge describes the
‘kaleidoscopic character of our adaptation to {thingsl...':

Each of our acts aims at a certain insertion of our will into
the reality. There is, between our bady and other bodies, an
arrangement like that of the pleces of glass that compose a
kaleldoscopic picture. Our activity goes fraom an arrangement
to a rearrangement.=°
The 1image of the kaleidoscope 1s apt for Modernist literature.
It suggests multiplicity and flux. The random falls 1into
patterned order under one focus, and shifts, rearranges under
another focus, But, the image of the kaleidoscope also suggests
another essentially Modernist device - seeling through glass, or a
mirror. This is a familiar literary device, but the Modernist's
nirror 1s not neatly segmented (as 1in the kaleidoscope) but
randomly splintered ~ damaged:
The mocking, distorted mirror, the cracked glass — Buck
Mullogan's shaving mirror? - are at the end of a tradition

which began with the public use of the mirror as satire or
exemplum: mirrors of fools and mirrors for magistrates. =°
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The witness who sees through glass  demonstrates @ the
characteristic Modernist irony. The device suggests alienation,

the unattainable, and the witness becoming voyeur.

Fry uses the simile of a 'looking glass' - a mirror which does

not reflect our own image but a visionary 1image of the world._
Bergson's glass 1s prettily coloured, refracting 1light and
reflecting 1t back 1into pleasing symmetry. But the iromnic
Modernist mode takes +the prosaic contemporary phenomenon of
plate—qlass and uses it in a more knowing way. Marcel Duchamp's
‘Large Glass,' <(or 'The Bride Stripped Bare by her Bachelors,
Even' - 1915-1923) achieves 1its notions of sterility and
impotence  because 1t is a glass,. The  frustrated
bachelors/voyeurs tread. thelr mechanical mill in sight of, but
not 1n touch with, the disrobing exhibitionist bride - all
agalnst the background of transparent, brittle glass. Looking
becomes a lasciviaus mode, Or, the fascination in merely looking
at the world, at 1ts objects, 1s 1ronically twisted into a
vicarious nosiness, The passage quated above (on p.37) from
Yeats' essay on ©Shelley continues: ‘... peering and peeping
persons are but hawkers of stolen goods. How else could their
noses have grown s0 ravenous or their eyes so sharp?'  Yeats'
irritation, at that +time, with the depiciton of material

phenomena foreshadows an uncomfortable sense of illicit prying in

the act of witnessing.
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In Modernist novels the looker as voyeur is a ubiquitous device.
Vitnesses (authars and/ar protagonists) are at one remove- from
the scene and their “"evidence" is not reliable. Pratagoniéts and

minor characters are alienated from their world - or spy upon it.

The alienated and the spies want. In Mrs _Dallaoway (1925) Rezia

implores Septimus to Iook: ‘“Look...look...0Oh, look"’ But
Septimus cannot see, or taste, or feel. Beauty is, for him,
'behind a pane of glass.’ In Autg da_ Fe, Kien peers into

bookshop windows, 'disciplining himself not to look too much, but
assuring himself 'with a kind of pleasure, that smut and trash
were daaly galning ground.' This vicarious peeping is echoed by
the housekeeper-wife's calculated spying - 'If she sees anything
she knows how to make use of it. ©She doesn't see many things.'
It 1is 1inevitable, ab;urd but funny, when Kien 1is found,
eventually, spending his days clamped to an ankle-level spy-hole.
He has always restricted his view of things and people. He has
always peered through spy-holes. Bloom, 1n the 'Lotus-Eaters'’
episode 1n Ulysses (1922) looks through shop windows in Dublin,
and pauses to examine some fileld-glasses. 'Must get thase old
glasses of mine set right' he thinks. He walks on, looking at
silks and ribbons and petticéats, thinking of Molly, and Martha's
letter. Shortly after that, in the 'Nausicaa' episode (relating

to the organs of eye and nose), we find him peering up Gerty

MacDowell's skirt.
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1v, Epip]mi_es_

Contrasting with the ironic modes of seeing, there is what we
might call the “"exalted" mode in Modernist literature. Right
cseeing is often symbolized by light., This exalted, or visionary,
right-seeing shaws the conservative aspect o0f Modernist
literature; a profound regard for myth and archetype; a looking-
back to golden ages. It is as if intensely felt experience may

magically 11ft the prutagénist out of discordant contemporaneity

b
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