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THEATRICALITY AND PERFORMANCE IN VICTORIAN LITERATU RE
AND CULTURE

Beth Palmer
(University of Surrey)

Performance and theatricality have become key tdanscholars working across
wide reaches of Victorian studies. Closely relatad multiply resonant as they are, |
will not attempt to disentangle them here. ThomastlBwait and Tracy Davis in

defining just one of these terms suggest that:

the idea of theatricality has achieved an extraanmyi range of meanings,
making it everything from an act to an attitudestyle to a semiotic system, a
medium to a message. It is a sign empty of meanirig;the meaning of all
signs. Depending on one's perspective, it can $midsed as little more than a
self-referential gesture or it can be embraced dsfaitive feature of human
communication. Although it obviously derives its anengs from the world of
theatre theatricality can be abstracted from the theatre itself and #pglied
to any and all aspects of human fife.

We see how richly useful and widely usable thes@gdeare in the diverse approaches
demonstrated by the work gathered in this issudicibrian Network These are not
articles purely about the theatre but they do reismg the importance, both
metaphorically and literally, of theatricality apérformance in a number of areas of
nineteenth-century culture and society. As Tracyi®and Peter Holland suggest,
'theatre and performance are currently embracdddmantic and Victorian scholars
alike as pervasive practices of the historical .fablot only do these terms help us
access, discuss and connect up particular momehtsultural history, their
significance has contributed to the opening up @i rareas of scholarly interest.
Over the past twenty to thirty years music halhtpanime and melodrama have been
investigated alongside the "legitimate” drama, pstwork on popular magazines or
penny dreadful fiction has flourished alongsidetoared interest in the realist novel.
The fact that the latest issue Wictorian Network seeks to investigate these
overlapping areas of interest is apposite, ashbatte, and indeed all other areas of
Victorian culture, worked through networks. Whetligese networks were social or
economic, cultural production could not functionthaut them. The network is

1 Tracy C. Davis and Thomas Postlewait, 'Theaiticadn introduction' inTheatricalityed. Tracy

C. Davis and Thomas Postlewait (Cambridge: Cambrldgiversity Press, 2003), p. 1.

2 Tracy C. Davis and Peter Holland, 'Introductithe Performing Society' iihe Performing
Century: Nineteenth-Century Theatre's Histarg. Tracy C. Davis and Peter Holland (Basingstoke
and New York: Palgrave Macmillan, 2007), p. 3.
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particularly apparent when considering the theatself and the relationships
between playwright, director, actors, managersicerand audience. But as several of
the essays here demonstrate, the interconnectedonkst of production and
consumption into which their focus texts were ldwett often crossed generic
boundaries. Indeed, since Martin MeisdRgalizations: Narrative, Pictorial, and
Theatrical Arts in the Nineteenth Cent®983) explored the interconnectedness of
the three areas of his title, and particularly thportance of theatrical metaphors in
the visual arts and fiction writing, scholars h&aezome more and more open to such
connections. Katherine Newey suggests that mantonans themselves had 'great
confidence in the almost infinite capacity of thege as an effective means of
representation and communication, and its capaoitpbsorb and incorporate all
other art forms®' Deborah Vlock argues powerfully in hBickens, Novel Reading,
and the Victorian Popular Theattbhat 'the tropes of the theatre gave voice to other
forms of artistic and popular expression; peopladr@ovels, newspapers, social
criticism — indeed, just about everything worthdieg — through the lens of popular
performance:’

Many of the best known figures in Victorian cultuerked across a number of
networks which reached outside the field in whiokytare now best known (or most
often pigeon holed). Edward Bulwer-Lytton wrote cesgsful plays, includinghe
Lady of Lyong1838), amidst his hectic schedule as a novelishridJames's hunger
for the theatrical success th&uy Domville(1895) would not bring him is well
documented. Wilkie Collins wrote thirteen plays vibe¢n 1850 and 1885 while
producing his best-selling sensation novelBharles Reade, too, flitted amongst the
roles of novelist, playwright, and manager (he prdlEllen Terry out of retirement)
while fellow sensation novelists Mary Elizabeth @&ilan and Florence Marryat also
fitted acting as well as writing for the stage ink®ir busy fiction-writing careers.
Bram Stoker, whosBracula is examined in Leanne Page's article, famouslykeabr
as a secretary and manager for Sir Henry Irvingnduhnis years at the Lyceum. For
many popular novelists, producing a dramatic versibtheir fiction was a means of
capturing some of the profits that would otherwgge straight to the pirated play
versions that were always attendant on the pubdicaif a successful novel — often
even before its serialisation had ended. Dickersam& among many irritated by this
problem. Poets too turned to drama: Robert Browrimgexample, had plays staged
in the 1830s and the dramatic impetus of a volukeDramatis Persona€l864)is

3 Katherine Newey, 'Speaking Pictures: The Victossage and Visual Culture' Ruskin, the
Theatre and Victorian Visual Cultured. Anselm Heinrich, Katherine Newey and JeffRegghards
(Basingstoke and New York: Palgrave Macmillan, 20995.

4 Deborah VlockDickens, Novel Reading, and the Victorian Populaedire(Cambridge:
Cambridge University Press, 1998), p. 3.

5 Richard Pearson's project to digitise Collintay® has recently gone live at
http://www.wilkiecollinsplays.net
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fundamental to his work. Of course, some of thogarés we know best for their
dramatic work were also writing in other genres sc& Wilde being the most
obvious example of a playwright who was also arhautpoet and editor. Whilst
twentieth and twenty-first century scholarship béen tried to categorise Victorian
cultural producers into neat boxes (novelist, df@gshgournalist), the figures above,
and many others, defy such attempts and ask usotsider the networked
interconnections between their works amongst diffegenres.

Jonathan Buckmaster's ess¢agns to one of the figures central to debates atie
relationships between Victorian forms of culturatoguction, namely Charles
Dickens. There are many routes through which his attitudeth® theatre and
theatricality have been analysed: Dickens as therngist commenting
condescendingly on the stage in 'The AmusementhefPeople’, Dickens as the
sharp satirist of stage life iNicholas Nickleby(1839), Dickens as enthusiastic
amateur actor iThe Frozen Deefl866), and Dickens as addicted performer in his
late readingg. Buckmaster adds fresh matter to these debatesrbyng to the less-
read textdMlemoirs of Joseph Grimaldil838) and 'The Pantomime of Life' (1837).
He reads the slippage between "onstage" and "g#st#e, or the authentic and the
performed, as potentially threatening as well agican these texts and sees them as
foregrounding the importance of these themes inkdédis's later works. Alice
Crossley's essay also focuses on the perceiveatdities of the sincere and the
performed, the public and the private, and usesKéray'sPendennig1848-50)to
put forward a convincing case that when it cometh&dandy-figures in the novel,
performance, particularly through costume, can bmeans of distracting attention
away from the male body and actually maintainisgpitivacy. She demonstrates the
ways in which the novel draws upon theatrical tsopend foregrounds the
theatricality of high society life. Both CrosslegcaBuckmaster also key into wider
debates concerning the relationship between therthand the novel. Scholars such
as Joseph Litvak irCaught in the Act: Theatricality in the Nineteel@kntury
English Novel(1992) and Emily Allen inTheater Figures: The Production of the
Nineteenth-Century British NovgR003) have explored the attraction-repulsion
paradigm; Crossley and Buckmaster, while acknowtegighat both Dickens and
Thackeray felt some ambivalence or anxiety tow#ndsstage, emphasise reciprocity
and interdependence between the genres.

Anjna Chouhan takes us to the late-Victorian stag@ the figures of Oscar Wilde
and Arthur Wing Pinero. Arguing that in the caseTbe Schoolmistreg4.886)and
An Ideal Husband1895), the conservatory functions as an urbanacgwhent for
pastoral escape and allows Pinero and Wilde to spritiose conventions associated
with on-stage pastoral. Utilising a theory of thiea phenomenology, Chouhan

6 See Edwin Eigneilhe Dickens Pantomin{Berkeley: University of California Press, 1989);
Juliet JohnDickens's Villains: Melodrama, Character, Populanl@ire (Oxford: Oxford University
Press, 2001) amongst many others.
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concurrently explores the role of the imaginatiéor, both actor and audience, in
investing in these offstage conservatory spaceanhe Page's article is also
theoretically informed, although here it is teclogptal performance, previously only
applied to twentieth and twenty-first century teclugies, that illuminates an
analysis ofDracula. The practice of shorthand, and the apparatuseophonograph
and the typewriter are given fresh resonance mahalysis as their performances are
connected to the fallible individuals in the nowaid are evaluated in social settings.
The theorising of different kinds of performances l#een undertaken by scholars
across disciplines such as Richard Schechner adilhJButler” It is Butler's
influential ideas on performativity that severaltbése essays utilise. Her interest in
the formation of the subject within gendered poweuctures, ultimately deriving
from Foucault, has put h&ender Troubl€1990) on student reading lists across the
arts and humanities. The postmodern contingency emmbktructedness of the
gendered self, and of the body, brings performaritef the stage and into myriad
other settings. Alice Crossley's article in pataculemonstrates that while Butler's
ideas come from a feminist perspective, they can Bk put to use in the study of
representations of masculinity. Jon McKenzie's wdderform or Else: From
Discipline to Performancé001), here put to innovative use in Leanne Pagade,
also comes out of a Foucauldian interest in thenddion of the subject through
particular kinds of discourse, echoing FoucaWiscipline and Punist{1977)in its
very title. This type of theoretical work also all® us to rethink notions of
theatricality and performance as insincere or desmuous. When performance is
perceived as inseparable from the formation ande=son of the self, the question
of insincerity becomes irrelevant. Victorian thinkeoften found themselves asking
similar questions about the compatibility of singeand acting. G. H. Lewes, for
example, in hisActors and Acting(1875) suggested that an artificially created
emotion could provide the route to an authenticfoneccomplished actofs.
Theorising performance has not distracted scholaagjcularly theatre historians,
from digging through intransigent archives to toyibhcrease our knowledge of the
material conditions of theatrical practice in th@eateenth-century. Tracy Davis's
meticulous work has helped us to understand thialspasition of the actress much
more fully, and to complicate the narrative of 'thee of the theatre' to cultural
respectability by the end of the nineteenth ceritugatherine Newey has brought a

7 See, for example, Richard Schechner's importark wn performance studies includiitpe
Future of Ritual: Writings on Culture and Perfornta{New York: Routledge, 1993) and his
Performance TheorgNew York: Routledge, 2003). Butler's most widedyad works ar&ender
Trouble: Feminism and the Subversion of Ider{titgw York: Routledge, 1990) argbdies That
Matter: On the Discursive Limits of 'S¢kew York: Routledge, 1993).

8 See Lynn VoskuilActing Naturally: Victorian Theatricality and Authgcity (Charlottesville and
London: University of Virginia Press, 2004) for raasn Lewes's work.

9 Tracy C. DavisActresses as Working Women: Their Social Idemtitictorian Culture(New
York: Routledge, 1991). See Michael BaKenge Rise of the Victorian Actfrondon: Croon Helm,
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number of forgotten women playwrights to our aitamtin her Women's Theatre
Writing in Victorian Britain(2005). Whilst the theatrical or the performed haften
been defined as ephemeral and intangible, moreremmd work on reception history,
audience composition, and the architectural spatesrformance help us get closer
to the fleeting moment of performance. Ventureshsas 'The Buried Treasures
Project’ which catalogued plays deposited at thel &hamberlain's Office between
1652 and 1863 and the 'Victorian Plays Project' fwctorian.worc.ac.uk) which
digitised 360 of Lacy's Acting Editions of playsrfmemed around mid-century have
facilitated access to the fundamentals of thea&search — the plays themselves. The
London Music Hall Database provides further acdessresearchers interested in
productions outside the prestige venues of the \Brd{® Digitisation will continue
to open up little-known texts and archives to sahglresearch and will provide
source materials for doctoral projects of the fefur

The stimulating articles collected here provide umhbher of entry points into key
debates surrounding theatricality and performamak atest to the healthy state of
postgraduate work in this area. The hard work arafepsionalism of the team
working onVictorian Networkhave made it a pleasure to be involved with ssie.
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'‘WE ARE ALL ACTORS IN THE PANTOMIME OF LIFE": CHARL ES
DICKENS AND THE MEMOIRS OF JOSEPH GRIMALDI

Jonathan Buckmaster
(Royal Holloway, University of London)

Abstract

During the nineteenth century, a number of writéms|uding W.H. Ainsworth and Wilkie
Collins, proposed a relationship between fictiowd @rama. A number of critics have also
examined this relationship in the work of Char@iskens, but one of his most theatrical
texts, theMemoirs of Joseph Grimaldi838), has been given little critical attention.

Yet by examining theviemoirswithin the context of Dickens's earlier essay,eTh
Pantomime of Life' (1837), | argue that in thiemoirsDickens foregrounds the themes of
theatre and performance in his depiction of Grinmlwffstage” life. Dickens integrates the
principal figure of the pantomime Clown into thdemoirs and uses both text and
illustration to demonstrate the theatrical quatifylife through the persistent presence of a
demanding pantomime audience.

In 'The Pantomime of Life', Dickens demonstrates tineatrical nature of life by
mixing off-stage and on-stage scenes in a way dhaws how the stock characters of the
pantomime have identifiable counterparts in thal"revorld. In particular, he focuses on the
mischievous figure of the Clown (as formulated inn@ldi's act), who appears in life as the
confidence trickster who uses his play-acting skih dupe an audience so socially self-
conscious that they are willing to believe in thietpnce. This sort of character had already
briefly appeared inSketches by Bo#1836) but had been developed further Tihe
PickwickPaperg1837) through the character of Alfred Jinglethe Memoirs the fictional
figure of Jingle is reformulated in the real-lifélain, Mackintosh.

The other aspect of the theatrical dynamic ispiiesistent presence of a pantomime
audience, which Dickens often conflates with aatitd public mob. In a number of episodes
in the Memoirs Dickens demonstrates how the audience's misrgadfirthe boundaries
between on-stage and off-stage, which initiallydsmahem so attractive to confidence
tricksters, becomes something more threateningnaddi's identity becomes fixed, as he
is forced regularly to perform outside of the layse, either for a large and unregulated
mob on the London streets, or for a smaller graiupeople in the barber's shop.

Despite the author's early optimism, themoirs was a commercial failure for
Dickens and, unsurprisingly, he declined the offérhelping Tom Ellar with a similar
project. However, thdlemoirsis better seen as part of one of Dickens's eadjegts in
characterisation, in which life was refigured gsaatomime performance. Theorised in 'The
Pantomime of Life', this theme runs through muthis early work, fromSketches by Boz
to Oliver Twist(1838) and is also a recurrent motif in later elotegrs such as Seth Pecksniff
and Wilkins Micawber. In this way, Dickens refigsrthe character of Grimaldi, taking him
from the stage and into the pages of his novels.

Writing for the stage

During the nineteenth century, a number of wrifg@posed a relationship between
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fiction and drama. For example, W.H. Ainsworth awse that 'the novelist is
precisely in the position of the dramatist’, andaading to Wilkie Collins ‘the Novel
and the Play are twin-sisters in the Family of ibitt' Both of these authors would
indeed demonstrate these claims in their own semsabvels, which Joseph Litvak
calls 'the most obviously theatrical Victorian sahge'? But perhaps the most
theatrical of all Victorian novelists was Charlegk&ns. Dickens claimed that ‘every
writer of fiction [...] writes, in effect, for the age', and the theatrical sensibility of
his major fiction has been examined by a numbesabiolars. Edwin Eigner, for
example, feels that Dickens was 'a delighted spmctand [...] serious critic' of
pantomime, and regards it as 'the essential patfedickens's comedy, the basis for
his psychological insights and his social visionweell as the modus operandi of his
aesthetics’. Juliet John similarly acknowledges that Dickerdtamatic' techniques
of characterisation are associated with ‘contemmgdiams of popular theatre like
pantomime“. However, she places greater emphasis on melodrargaing that it
was the more popular theatrical genre and alsousecthe evanescent, constantly
changing nature of the pantomime form means tle#htsod is metamorphic from
the outset', and 'not circumscribed but proteaataBse of this lack of fixity, John
feels that we cannot formulate a complex emotioredponse to pantomime
characters: we do not see them ‘as emotional -syrhplogical — beings but as
fantastical, kaleidoscopic figures'.

This article builds on the work of both of thesdtics. Most significantly,
neither has adequately examined Dickeigsnoirs of Joseph Grimalda text in
which there are clear affinities between theatnel@iding pantomime) and fiction.
Moreover, while Dickens's 'pantomimic’ clowns magt be as complex as his
villains, they are not as ephemeral and evanesasntlohn suggests. Certain
behaviours were expected of pantomime Clowns, arié. AVilson notes, pantomime
was, in fact, 'a stereotyped and heavily conveatised busines$.As | shall
demonstrate, both Grimaldi and Dickens articuladesiery definite image of the
Clown and his role, which became a template to Wwbiath would regularly return in
performance and fiction respectively.

Grimaldi, who died in May 1837, was the pre-emingabtomime performer

1 William Harrison Ainsworth, Preface RookwoodLondon: Routledge, 1998), p. xii.; Wilkie
Collins, 'Letter of Dedication' iBasil: A Story of Modern Lifd.ondon: Blackwood, 1856), p. vi.
2 Joseph LitvakCaught in the Act: Theatricality in the Ninetee@bntury English Novel
(Berkeley: University of California Press, 1992)129.

3 Edwin M. EignerThe Dickens Pantomim@erkeley and Los Angeles: University of Califani
Press, 1992), p. x; Eigner, p. 8.

4 Juliet JohnDickens's Villains: Melodrama, Character, Populaul@ire (Oxford: Oxford
University Press, 2001), p. 8.

5 John, p. 12.

6 A.E. Wilson,Christmas Pantomime: The Story of an English lastih (London: Allen and
Unwin, 1934), p. 92.
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of his age. The pantomime historian Richard Firdtlaiomments that from '1800
onwards, within a year of his first appearancenmrole, Grimaldi was recognised as
one of London's leading clowns', as he reinvented tole from the more
Shakespearean fool or country bumpkidis theatrical collaborator, Charles Dibdin,
asserts that Grimaldi 'in every respect, foundddesav School for Clowns', as he
made the great innovations in the make-up, costmietechnique of the Clown role
and overtook the Harlequin role in terms of impoce’

Dickens became engaged with tdemoirsproject in October 1837, after his
publisher Richard Bentley had acquired a hack-amithanuscript directly based on
Grimaldi's reminiscences. Despite his own enthusites pantomime and Grimaldi,
Dickens reluctantly took on the job of reworkingstimanuscript at an already busy
time for him, as he juggled the serials die Pickwick Paper$1837) andOliver
Twist (1838) and the editorship &fentley’'s MiscellanyGiven Grimaldi's relatively
recent death, time was of the essence, and Dicgmre®d to produce his own edited
version by February 1838. In the final publishedien, Dickens claims to be merely
the editor, yet his creative input is revealed wheradmits that he was 'much struck'’
by a number of the episodes and 'told some oftthrées in [his] own way’.

Since its publication, most critics have held thext in low regard; for
example, Forster noted its 'great many criticalt$a@and Peter Ackroyd sees it as
something Dickens wrote just 'to fill up the empuigys' between novel§.More
recently Michael Slater has offered a more constreicreading, but Richard
Findlater epitomises the popular view when he dises thdMlemoirsas 'a literary
misalliance' and 'among the most disappointing mesoences in our theatrical
literature'™ Findlater's principal complaint against thdemoirs is its ‘failure to
suggest [Grimaldi's] theatrical genius', as he @sgihnat it is too full of green-room
trivia and makes 'merely perfunctory' referenceGiomaldi's art and techniqué.
However, by examining th&lemoirs within the context of Dickens's essay 'The
Pantomime of Life' (1837), | would suggest thatKeies foregrounds the themes of
theatre and performance in thtemoirsthrough his depiction of Grimaldi's 'offstage’
life. Dickens both integrates the figure of the pamme Clown into theMemoirs

7 Richard Findlateoe Grimaldi: His Life and Theat@ambridge: Cambridge University Press,
1978), pp. 89-90.

8 Charles DibdinProfessional and Literary Memoirs of Charles Dibdlve Youngered. by
George Speaight (London: Society for Theatre Rebed©56), pp. 47-48.

9 Memoirs of Joseph Grimalded. by Charles Dickens, 2 vols, (London: Richaedtley, 1846), |,
p. X. Further references are given after quotationie text, using the abbreviatid; Letter to Dr
J.A. Wilson (? 14 February 1838) Tine Letters of Charles Dickeres). byMadeline House and
Graham Storey, 12 vol@Qxford: Oxford University Press, 1965-2002), 1333.

10 John Forsteffhe Life of Charles Dicken8 vols, (Boston: Estes and Lauriat, 1872) 1,22;1
Peter AckroydDickens(London: Minerva, 1991), p. 254.

11 FindlaterJoe Grimaldj pp. 246-247.

12 Findlater, p. 247.
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and uses text and illustration to demonstrate anabpect of the theatrical quality of
life, the persistent presence of an audience.

Section Il of this article will examine Dickens'spiction of the Clown in the
Memoirs In 'The Pantomime of Life', in which Dickens demtrates how the stock
characters of the pantomime have identifiable cenpatrts in the "real" world, he
focuses on the mischievous figure of the Clown. Thawn's real life equivalent is
the confidence trickster, who uses his play-actshkgls to dupe an audience so
socially self-conscious that they are willing tdié&ee in his pretence. This sort of
character had already briefly appeared in Dickensittng but had appeared in the
more fully developed figure of Alfred Jingle ithe Pickwick Paper§1837). | will
show how the fictional character Jingle is reforatet in theMemoirsinto the real-
life villain Mackintosh.

In Section Il | will consider the other aspecttbé theatrical dynamic, which
Is the persistent presence of a pantomime audiddiokens often conflates this
group with a volatile public mob, and in tidMemoirs he demonstrates how the
audience's misreading of the boundaries betweestage and off-stage, which
initially made them so attractive to confidenceksters, becomes something more
threatening. Grimaldi's identity becomes fixed bg mob, as he is regularly forced
to perform outside of the playhouse, either outtanLondon streets, or for smaller
groups of people in more domestic settings.

Finally, Section IV will consider the position tfe Memoirswithin Dickens's
work as a whole. Despite its commercial and ctifigédure, it nevertheless represents
one of Dickens's early projects in characterisatidmeorised in "The Pantomime of
Life', Dickens's variation on the themetbe theatrum mundiuns through much of
his early work and is also a recurrent motif iretatharacters such as Seth Pecksniff
and Wilkins Micawber. In this way, Dickens refigaréhe character of Grimaldi,
taking him from the stage and into the pages ohbisels.

The players in life's pantomime

Dickens's essay 'The Pantomime of Life' first appean Bentley's Miscellanyn
March 1837, and is crucial to our understandingDatkens's conception of the
pantomime Clown and his theatrical sensibility asvteole. Although it appeared
under the inauspicious heading 'Stray Chapters dm/, Band was only included to
make up the page count after a short numb@&liwer Twist it belies its ‘makeweight’
function and, as Michael Slater comments, it 'ma&ydeen as a sort of artistic
manifesto by Dickens justifying the essential thieatity of his art®*

Dickens sets out the central premise of this tieadity in the essay's opening
paragraphs. He praises pantomime as a spectaoutarof entertainment associated

with two of his key indicators of value, holidaysdachildhood. But then, in an echo

13 Michael SlaterCharles DickengNew Haven and London: Yale University Press, 200996.
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of Hamlet, he explains its deeper appeal as 'aomof life', subtly interweaving
depictions of pantomime scenes with episodes freeryeay life in order to show
how the stock types of pantomime correspond tolifeafigures’® For example, the
‘worthless and debauched' Pantaloon is twinned 'thi#th old gentleman who has just
emerged from th€afé de I'Europen the Haymarket'HL, p. 502). Dickens expects
that his readers would know many such figures rtlown social circles, and
similarly claims that 'We see harlequirsic] of so many kinds in the real living
pantomime, that we hardly know which to selectlesproper fellow of him of the
theatres'RL, p. 505). Even the supernumeraries, those 'menseni upon the stage
for the express purpose of being cheated, or krtbdksvn, or both' appear outside
the playhouse as those 'odd, lazy, large-headed wigom one is in the habit of
meeting here, and there, and everywhere [...] with otleer view than to be
constantly tumbling over each other, and runningirttneads against all sorts of
strange things'RL, p. 504). However, the central figure in this gssathe Clown,
the figure that Dickens believes most suited te lifi early nineteenth-century
London. Grimaldi had developed the role of the pamte Clown to be more than
just the simple butt of the humour, and insteadbex'very much the master of his
fate' who 'displays the eager mischief of fh@nl.® Jane Moody neatly sums up the
importance of Grimaldi's new Clown, when she déssihim as 'the whimsical,
practical satirist of the Regency city’ who 'becaagrecious symbol of social
licence™®

In 'The Pantomime of Life', Dickens states thag 'those resemblance which
the clowns $ic] of the stage bear to those of everyday life idgm#ly extraordinary'
and that 'Clowns that beat Grimaldi all to nothtngn up every day'. According to
Dickens, in pantomime scenes in tailor's shops lamarding houses, the Clown
creates 'the great fun of the thing' by 'takingglads which he has not the slightest
intention of paying for', 'obtaining goods undefséapretences' and ‘swindling
everybody he possibly can'. Moreover, the audiesa@nmeshed within a mutually
gratifying relationship with the performer onstages Dickens asserts, 'the more
extensive the swindling is, and the more barefabedimpudence of the swindler'
then 'the greater the rapture and ecstasy of termee' PL, p. 503). As a real-life
example of this character Dickens offers the exanghl'Honourable Captain Fitz-
Whisker Fiercy' who obtains a variety of goods blase his name and reputation.
This reputation is maintained solely through perfance, as he 'struts and swaggers
about with that compound air of conscious supdsicand general bloodthirstiness'

14 Charles Dickens 'The Pantomime of Life'Dickens' Journalism: Sketches by Boz and Other
Early Papers 1833-183®d. by Michael Slater (London: Phoenix, 1996), 5#0-7 (p. 500).
Further references are given after quotationserteht, using the abbreviatiéti.

15 Findlater, p. 117.

16 Jane Moodyllegitimate Theatre in London, 1770-184Cambridge: Cambridge University
Press, 2000), p. 14.
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expected of a military marP(, p. 504). Eventually, however, he is exposed as an
imposter and is imprisoned: in a pantomime endikind of moral justice has been
served. Crucially, however, Dickens once again fgsoto the complicity of the
Captain's 'audience' in his act. Whitethe theatre, the people whom the Captain
defrauded happily sat in the front row and laughieel most exuberantly at the
Clown's crimes. Howevemutside the playhouse, their confusion of onstage and
offstage and willingness to believe the captainisfggmance have left them
vulnerable to his deception.

Dickens's most significant inclusion of this Closimifigure in theMemoirs
occurs in Grimaldi's encounters with the villain &kantosh. This type of confidence
trickster had originally appeared iBketches by Bpavhere figures like Horatio
Sparkins, Theodosius Butler and Captain Waters tiseid most effective skills of
impersonation to dupe an audience who were so asxabout their own social
position that they were willing to believe thesetpnces of status. But the closest
fictional prototype of Mackintosh is Alfred Jing@ The Pickwick Papersthe
strolling actor thoroughly familiar with theatridgl in all of its forms. Indeed, even
the name of one of Jingle's assumed roles, 'Mrl€h&itz-Marshall' carries echoes
of the '"Honourable Captain Fitz-Whisker Fiercy'.bloth the Jingle and Mackintosh
episodes, Dickens demonstrates that the relatipristtween the pantomime player
and the audience is based around two differentstgbeassumption: the assumption
of a role by the actor and the assumptions madbégudience about that actor.

Even before he appears in person, Mackintosh'ssaadiarticulate a number
of preconceptions about him, which are later proteetle unfounded. For example,
Grimaldi's friend Jack Bologna tells him that 'Maatksh was understood to be [... ]
a large landed proprietor, [with] most splendid serees’, only for it to be later
revealed that the 'Mackintosh' named above the dbtre public house is actually
his mother JG, I, p. 187). The villain knowingly reveals thisttvia wink and, while
Bologna visibly displays his shock, Grimaldi laugiighis deception, which is a cue
to us to read this incident like a piece of pantomknockabout, a comical dig at the
socially precious Bologna. Mackintosh explains &gsions in terms that reveal his
own awareness of this dual sense of assumptiaevér let my London friends know
who or what | am [...] | just lead them to guess & great man, and there | leave 'em’
(JG, I, p. 189). In a similar fashion, Jingle advi§egpman against announcing their
names at the Rochester ball, asserting that 'Nawoe4 do' and thaircog [is] the
thing', recommending that they pass themselvea®fiGentlemen from London —
distinguished foreigners — anything.'

Both Mackintosh and Jingle develop this model obwiiish behaviour,
adopting roles that artificially elevate their si@tanding. For example, Mackintosh
takes his guests for a day's shooting on landthiest mistakenly believe belongs to

17 Charles Dickeng§,he Pickwick PaperfLondon: Penguin, 2003), pp. 33-34. Further refees
are given after quotations in the text, using thieraviationPP.

Viictorian Network Volume 3, Number 2 (Winter 2011)



Jonathan Buckmaster 13

him, and Dickens again treats this event ambivbldnt suggesting that Bologna's
over-inflated expectations are as much to blamangthing Mackintosh has said or
done. When he shows them the field of pigeons tdybe shooting, Bologna and
Grimaldi claim that they expected to find propemgabirds, such as pheasants and
partridges. Mackintosh shows incredulity at thisd &e tells them that 'l invited you
down here to shoot birds - and pigeons are bindd:there are the pigeons; - shoot
away, if you like. | have performed my part of tgreement'JG, I, p. 191).

In a similar fashion, Jingle does not actually ki¢athaniel Winkle's jacket to
wear to the ball, but assumes the role of a tougEggleman whose luggage is carried
by barge. The suggestible Pickwick Club then assuhmgle is the person he says he
Is, and provides him with a jacket: in which he @ssume another role, that of
Winkle. Furthermore, as Jingle's impersonation oinkl¢ progresses, Dickens
continues to show how this performance relies aieance participation. Jingle gives
no name at the door, and does not verbally idehtifyself with Winkle in any way at
all. In fact, the powers of 'assumption' are s@rgjr on both sides that Winkle
mistakenly believes that he really must have dtweethings of which he is accused:
‘The fact is, | was very drunk; - | must have chathgwy coat - gone somewhere - and
insulted somebody - | have no doubt of it; and tmessage is the terrible
consequenceP@, p. 40).

In theMemoirs Mackintosh dismisses the shooting episode at$la tfick [...]
played in mere thoughtlessness', and even Grinhahaself regards it as an ‘absurd
scrape'JG, |, p. 225). However, their second encounter hamee serious tone, and
the player/audience dynamic of 'The Pantomime dg&'Liin which ‘'the more
barefaced the impudence of the swindler', the gréhe captivation of the audience,
Is strained even further. Mackintosh invites Grigdnahto a new group of friends in
London, telling him that they were very wealthy atwlild be very useful to him,
again relying on Grimaldi's own social expectatiedosnake his own assumptions
about how these people might be useful. Dickengates the facade of this act in
terms that firmly position Grimaldi as an enraptureember of an audience. We are
told that he had 'cause for astonishment' whendied Mackintosh's new house and
that, like someone watching one of his pantomirhes'actually began to doubt the
reality of what he sawJ(, I, pp. 226-227).

In The Pickwick PapersDickens similarly depicts the coach journey to
Rochester as one of the audacious actor entrahcngudience, as each member of
the Pickwick Club takes his turn to demonstrate f@awthey are taken in by Jingle's
act. They each accept the wildly varying tales diks tof his life to the extent that
Pickwick and Snodgrass write them down as a matferecord, filling their
notebooks with Jingle's adventures. When Jingleeledhe group at the end of the
journey, Dickens leaves us in no doubt that athef members of the Pickwick Club
had been thoroughly taken in:
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"Evidently a traveller in many countries, and aseloobserver of men and
things," said Mr Pickwick.

"l should like to see his poem", said Mr Snodgrass.

"l should like to have seen that dog", said Mr Wenk

Mr Tupman said nothing; but he thought of Donnai€ima, the stomach
pump, and the fountain; and his eyes filled witrse PP, p. 29).

When the crimes of both villains are finally revesl they both display the sort of
amused and mischievous contempt at the gullibibty their victims regularly
displayed by Grimaldi's Clown as he fooled the Blmain or Dandy Lover. When
confronted by Grimaldi's willingness to believeNtackintosh's act even when he has
been imprisoned, the imposter finds it hard to sepp his mirth, and explains his
deceptions ‘with a slight tremor in his voice whidbspite his serious situation, arose
from an incipient tendency to laughted I, p. 5). Jingle acts in the same way;
when Pickwick's coach crashes in pursuit of hinfghameless' Jingle shows mock
concern: '‘any body damaged? — elderly gentlemen Hght weights — dangerous
work — very' PP, p. 127). Wardle's designation of him as 'a rass@ms to amuse
him further and as his coach escapes, Jingle delysilutters a white handkerchief
from the coach window. These casual attitudes p®vangry responses in their
victims, and in 'The Pantomime of Life' Dickensledlthis indignant reaction of the
audience 'the best of the joke'. He observed Hetrtember of the audience 'who is
the loudest in his complaints against the person défrauded him' outside of the
theatre, was very often 'the identical man who Jaughed most boisterously at this
very same thing' when in the theatRt(p. 504).

Accordingly, both Grimaldi and Pickwick expressrage towards figures who
they had regarded with amusement not so long agahd face of Mackintosh's
casual attitude, Grimaldi becomes very angry, tisgmup with uncontrollable fury’,
and seizing Mackintosh by the throdty Il, p.7). Similarly, when Jingle is bought
off by Wardle, we are told that anyone watchingki®ick ‘would have been almost
induced to wonder that the indignant fire whiclsfad from his eyes did not melt the
glasses of his spectacles — so majestic was hihves nostrils dilated, and his fists
clenched involuntarily' RP, p. 142). Finally, the supposed epitome of Dickams
benevolence explodes, madly hurling an inkstarlihgtie and lunging at him.

Playhouse audiences and public mobs

These violent consequences demonstrate the somsetuolatile nature of the
player/audience relationship and both 'The PantenafiLife’ and theMemoirsoften
suggest that the player has as much to lose aafi¢ohgain from the transaction.
Indeed, in his presentation of the audience asaegulated mob providing their own
unpredictable interpretations of the performancefre them, Dickens reveals an
anxiety about the overall value and limitationsghed player/audience dynamic.

Viictorian Network Volume 3, Number 2 (Winter 2011)



Jonathan Buckmaster 15

In this section, | will demonstrate how this isi@rtated through both text and
illustration. TheMemoirs was one of Dickens's four collaborations with @eor
Cruikshank, who personally knew Grimaldi as amtgion neighbour and member of
his 'Crib' drinking club. Through their work togetthere, | would argue that Dickens
and Cruikshank refigure Meisel's assertion that nimeteenth-century play ‘is the
evident meeting place of story and picture' by mgkrimaldi's story the meeting-
place of theatre and pictuteIn this subtle synthesis, Dickens invests thisystaith
iImages of theatricality, while Cruikshank undergsothis theatricality through his
pictures. These plates are both 'realisations"ilastrations' according to Meisel's
definitions of these terms; they both give a 'ceteperceptual form to a literary text'’
but also offer an 'interpretive re-creation' thatieh and embellish the text furth@r.
To demonstrate this, | shall later examine a nunobéine scenes in tidemoirsthat
were presented as both text and picture.

Dickens establishes the uneasy nature of the oakttip between performer
and audience early on in 'The Pantomime of Lifeemwhve are introduced to the
elderly Pantaloon. His happiness is interruptedniine falls over in the street and is
violently attacked by a 'noisy and officious croyaiuch to the amusement of the
audience, who 'roar’, become 'convulsed with memimand ‘'exhausted with
laughter'. But when Dickens describes the sameesitethe real world, in the Stock
Exchange or a tradesman'’s shop, the audiencedranfbm being merely a passive
group of spectators into the actual mob; they raiseild hallo' and 'whoop and yell
as [the man] lies humbled beneath thdph, (p. 501). Within the same sentence, they
are simultaneously actors and observers, bothkattatim as he lies on the floor,
and then mocking and deriding him as he tries ta@s. The very quality that make
the audience such an attractive prospect for cenéd tricksters, which is the way in
which they misread or even ignore the boundaridésden theatre and real life, here
becomes something disruptive and something to fElans in theMemoirs the
audience treat a very real and violent beating #lmaing Joe Grimaldi receives
onstage as part of his performance. They regardhiiashing of Joe, who cried and
‘roared vociferously', as 'a most capital jokelglang and applauding, while the
reviewers comment that it was 'perfectly wondetéusee a mere child perform so
naturally' 0G, I, p. 16).

In another episode from his childhood, Joe goesisih his grandfather's in
clothes that his father hopes will present himaagentleman' to everyone who sees
him on the street. But the boy is treated with glen rather than admiration by the
passing public, as his performance is again mignééed and read as another
comedy routine, rather than a serious social appear He is variously called a
'monkey’, a 'bear dressed for a dance' and adgag gut for a party', and rather than

18 Martin Meisel Realizations: Narrative, Pictorial, and Theatricatts in Nineteenth-Century
England(Princeton, New Jersey: Princeton University Pr&883), p. 3.
19 Meisel, p. 32.
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growing in status through his performance, hensimished; the mob-audience 'could
not help laughing heartily, and saying how ridiaxdat was to trust a child in the
streets alonedG, I, p. 24).

Cruikshank's accompanying illustration, 'Master yJaging to visit his
Godpapa’, develops these themes further. It shdves small figure of Joe
promenading along the pavement as the very moddepbrtment, and striking an
attitude appropriate to his gentleman's costume.hblds his head very upright,
looking straight forward in the approved posturel a&maining solemnly aloof from
the crowd gathering around him. Here he is veryhmucthe role of the observed,
and has attracted quite an audience, which Cruiksbarefully delineates for us. For
example, the poor woman who receives Joe's guilasp<her hands together as if
begging or possibly even in anxious prayer forlibg's safety, and two taller figures
are in conversation, discussing and reviewing peetacle before them. The group of
figures immediately behind him include a raggedemion of four or five boys that
constitute the core of the mob-audience. They athaxingly dwarf ‘Master Joey' and
at least three carry the tools of various tradespting them as firmly proletarian: the
centre boy carries a pair of baskets, the boygddii a sack, and the boy to the right
a broom (an early predecessor of J®leak Housg1853)). As we have seen, Joe's
life as a boy-actor was hardly a comfortable ortgeinone, but his father's insistence
that his son is 'a gentleman' puts him into starkmast with these boys. Finally, right
in the centre is the largest figure of all, who vgea tradesman's apron; his jaunty hat,
coloured nose and slightly irregular eyes suggastlkeenness, in contrast with Joe's
temperate father. The composition of the pictsrsuch that Joe is enclosed on all
sides by these characters, as well as by railamg#ysed door and a brick wall in the
background. He is forced to perform in the pubpace, and is at the mercy of their
interpretation.
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George Cruikshank, 'Master Joey going to visitadpapas{'Memoirs; Book )

A parallel episode occurs i@®liver Twist a novel in which the narrative is
driven entirely by the player/audience dynamic #mel different reactions that the
audience have to the main performer, Oliver. Lilae'd father, Mr Brownlow
carefully prepares the runaway boy for his new radea young gentleman, and
Oliver's initial break from criminality and povertg primarily signalled through a
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similar set of stage props: a ‘complete new suiti @ new cap, and a new pair of
shoes® Oliver's performance is also a failure, as thepfebe meets on his way to
the bookseller's designate him as a 'young wretol' a 'little brute' (pp. 107-8).
Although Bill and Nancy act as physical assailants, significant that Dickens tells
us that what really overpowers the boy is the anmlts unfavourable response to his
performance, 'the conviction of the bystanders b®ateally was the hardened little
wretch he was described to be' (pp. 107-8). J.isHMMiller offers a similar
interpretation, recognising how the "fourth wallhat gap between the player and
their audience, has collapsed. He explains thatl&hyrinth' of the city has 'turned
into a hostile crowd which, no longer remainin@atistance, turns on the protagonist
and hunts him downA’. Here the mob-audience's malevolent intent is fréiglised;
'the aim of the mob is not simply to catch him, tauttrowd' him to death. The crowd
'jostles' and 'struggles' centripetally toward @ijvand will suffocate him or crush
him if it can'®

Cruikshank's drawing of this scene, 'Oliver clainbgchis affectionate friends’,
once again complements and reinforces the idedbkeotext, and also echoes the
Memoirsillustration. This time the figures are fewer, lare more tightly closed
around the boy, who is far from the aloof and sgebthster Joe': physically assailed
on three sides by Nancy, Bill Sikes and even Bydisée looks upwards with visible
anguish. The composed posture of young Grimaldieaced by the frightened
Oliver desperately clutching the books that synd®his more refined life with Mr
Brownlow. The smarter setting of tiemoirsillustration, with its relatively genteel
house-door, front railings and clear pavement iglaced by the more squalid
doorway of a beer-shop. With its gaudy signages, shiop-front and doorway frames
the scene like a proscenium arch, underscorirtgé@trical nature further. The crowd
no longer keep their distance; two of them have their hands on the boy, and one
of them is a nightmarish distortion of the slightlsunken figure at the centre of the
Grimaldi illustration; his benevolent smile has meeplaced by the grim features of
the heavy-drinking Bill Sikes.

20 Charles Dicken®liver Twist(New York: W. W. Norton and Company, 1993), p. 96.
21 J. Hillis Miller, 'Oliver Twist' inOliver Twist(1993), (pp. 432-441), p. 440.
22 Hillis Miller, Oliver Twist p. 440.
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George Cruikshank, 'Oliver claimed by his affecitanfriends’, Frontispiece to
'Oliver Twist' (Harmondsworth: Penguin, 1966)

Indeed, the careful composition of this illustrationade it sufficiently
theatrical to merit its remediation in J. Stuarad&dton's silent film version of the
novel in 1909. Juliet John describes Blacktonia fils 'the earliest screen version that
is more than a filmed scene’, but this close visoalespondence clearly owes a debt
to the idea of théableau vivanf® As Meisel demonstrates, in the theatretti#eau
represented the fusion of narrative and picturewimch 'the actors strike an
expressive stance [...] that crystallizes a stag¢he® narrative as a situation, or

23 Juliet JohnDickens and Mass Cultu@®xford: Oxford University Press, 2010), p. 216n.
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summarizes and punctuates it', and in the caseroikshank's illustration, this
adaptation of a theatrical mode into a pictoria@dlimtion (which is then in turn
reconfigured as an early cinematic technique) destnates the versatility of
Dickens's imagers/

It is also worth considering that Dickens's comfiatof the raucous mob of the
street with the playhouse audience was no mereinagge construct, but carried a
strong historical precedent in which both Grimatdid George Cruikshank were
implicated. During the 'Old Price' Riots of 1809dah810, during which theatre
audiences at the Covent Garden theatre angrilegted against rises in ticket prices
and the installation of private boxes, the audiebheeamethe mob and entirely
collapsed the boundary between stage and audifiise events touched both
Grimaldi, as a performer at Covent Garden, and @isorge Cruikshank, who, with
his brother Robert, produced at least fourteen @rBpaganda prints between
October and November 1809. Robert's print 'Killdg Murder, as Performing at the
Grand National Theatre' neatly encapsulates theusoess of the on-stage/off-stage
boundary. The caption suggests that we will seer¢hbsation of a play scene, but
what we actually get is a grisly scene from thd-li&a drama that was happening
within the audience. The original stage is curtdiné to the right, and is peripheral
to the real performance: the rioters are literalgntre-stage here. Another figure
taking his own type of performance outside of gsial bounds is the Jewish prize-
fighter Daniel Mendoza, who is shown trying to plawvn the rioters on the theatre
manager Kemble's orders.

24 Meisel, p. 45.
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KILLING no MURDER. as Fesformmgal Ve (f varid Nadima! Theaatre
Robert Cruikshank, 'Killing no Murder, as Performgiat the Grand National Theatre'
(1809)

Marc Baer also describes this participative tranthe theatre audience when the pit
became 'the people's theatre' during the riotthesrowds were 'prepared to answer
the stage with dramatics of their ovin'For example, on the 230ctober 1809,
during a pantomime containing gladiatorial comiia¢, audience staged mock fights
of their own, thus destroying the "fourth wall" angaking the entire auditorium a
single playing space.

In the Memoirs Dickens discusses the riots and shows how peoplbe
audience used their own performances as an aatotégp. Audience members take
on new roles, such as the man who 'regaled hineadf the company with a
watchman's rattle’, and another who rang 'a largstntan's bell [...] with a
perseverance and strength of arm quite astoundiradl beholders'. Live pigs were
brought into the playhouse and were 'pinched atpifoper times', which ‘added
considerably to the effect of the performancé&, (Il, pp. 69-70). Moreover, as in
Robert Cruikshank's print, the presence of thecialfy-designated performers was
negated in other ways. In a parody of the usuaattltal etiquette, the theatre
manager 'Kemble was constantly called for, conlstai@me on, and constantly went
off again without being able to obtain a hearifi@e speeches usually heard from the

25 Marc BaerTheatre and Disorder in Late Georgian Lond@wxford: Clarendon Press, 1992), p.
63.
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officially designated stage were replaced with Isgliies from other parts of the
theatre; 'scarce an evening passed’, we arewatdout flaming speeches being made
from the pit, boxes and galleryd@, Il, p. 70). The observers had become the
observed andlice versa

Throughout the narrative of tiMemoirs Grimaldi is revealed to be dependent
on this audience-mob and their variable interpi@bat In another episode, he is late
for a show and runs through the streets in fultlome and make-up. As soon as he is
recognised as the famous Clown, 'on came the nimtieg, huzzaing, screaming
out his name, throwing up their caps and hats,exinibiting every manifestation of
delight'. He is eventually cornered in a carriagrag is only able to placate the mob
by performing for them, even though he is outsitetheatre and the official show is
not scheduled to start yet he 'suddenly pokinghked out of the window, he gave
one of his famous and well-known laugh3G( Il, p. 76). Because Grimaldi had
performed his expected role to their satisfacttbie, mob and audience show their
approval through laughter and applause before iglpim reach his destination.

The accompanying illustration, 'Appearing in publeontains the idea of the
stage figure within its very title. Celebrities apwbfessional performers often make
public appearances that are seen as quite separdbeir onstage performances,
which are circumscribed within the conventionalfpening spaces of the stage and
screen. To further develop the themes of the thgtaudience for a performance and
the crowd in the street are conflated into a sirggleup, occupying both positions
simultaneously. Within his stage-coach, Joe himseadhce again framed upon a kind
of stage as his head is framed by the window frdmctlwhe leans out. This point is
the focus of attention for every other figure ire thicture, from the groundlings
running alongside the coach, to the more privilegeinbers of the audience seated
on the coach at either side of him. Even if weedjard his incriminating slap and
motley, this is clearly marked as a public perfanoceby Grimaldi.
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€

George Cruikshank, 'Appearing in Public' (MemaqiBbok I1)

To underline the relationship between the crowdsidet and the audience inside,
Dickens tells us that 'such of them as had monslged round to the gallery-doors,
and [made] their appearance in the front just axdme on stage, setfting] up a
boisterous shout of 'Here he is againlG,(Il, 77). In their minds, there was no
difference between the person on stage and therp#rey saw on the streets.
Furthermore, alongside these larger mobs theremamey examples of Joe
being asked to "perform" offstage for the benefismaller groups, even for just a
handful of people: from the Earl of Derby asking timfant Joey to grimace and
throw his wig into the green room fire, to a dinradrthe house of a reverend
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gentleman in Bath who only invites Joe in order ian to perform at the dinner
table. One such domestic scene in which Grimal@imse almost trapped into
performing outside of the theatre is the barbepstene. Indeed, its suitability for
the stage is underlined by Dickens when he indsctitat Grimaldi was so amused by
the episode that he wanted to develop it into aeéer one of his pantomimes. This
telling detail of taking it off the street and oritee stage also represents an attempt to
limit and contain its performance. But as we haeens such containment is
impossible; performance, and the interpretationoné's actions as performance,
cannot be confined within the walls of the playhaus

The episode itself is told in a very straightfordiaarrative that often reads as a
series of stage directions, and the accompanyiatpglie is equally stylised. For
example, when Grimaldi returns to the barber'sira ttme to see if the proprietor
had returned:

The girl was still sitting at work; but she laidaiside when the visitors entered,
and said she really was very sorry, but her fatlaernot come in yet.

“That's very provoking", said Grimaldi, "considegithat | have called here
three times already"

The girl agreed that it was, and, stepping to ther,dlooked anxiously up the
street and down the street, but there was no barisgght.

"Do you want to see him on any particular busingsg®juired Howard
[Grimaldi's companion].

"Bless my heart! No, not I", said Grimaldi: "l onlyant to be shaved".
"Shaved, sir!", cried the girl. "Oh, dear me! Wiaapity it is that you did not
say so before! For | do most of the shaving fohéatwhen he's at home, and
all when he's out".

Everything here is entirely on the level of surfeemed the conversation is
unnatural for a real exchange, and yet quite skeitdy the dialogue of a play. While
in the barber's chair, being shaved by this young the comic nature of the scene
appeals to Grimaldi's compulsive desire to perfowe: are told that he felt ‘an
irresistible tendency to laugh at the oddity of dperation' JG, Il, p. 117). Grimaldi
finally succumbs to his performative side, and whbka real barber returns, he
discovers Joe 'with a soapy face and a gigantictmmaking the most extravagant
faces over a white towel', and comments that geatleman as was being shaved,
was out of sight the funniest gentleman he had s¥en' JG, I, p. 118).

This scene is illustrated in Cruikshank's platee™Barber's Shop', which once
again reinforces the idea of an "offstage” Grimgleiiforming for an audience. Here
he is the focus of his audience's attention, aaduifiole scene is shown in a cut-away
view resembling a stage set, with a subtle proseenarch across the top that
foregrounds its theatricality further.
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George Cruikshank, 'The Barber Shop' ((MemoirshiBib)

Moreover, with Joe seated in the centre surrounmethughing onlookers, it
shares visual motifs with the final illustration thfe Memoirs 'The Last Song', in
which Joe is seated on the real stage at Drury.L&he way in which the amused
members of the front row have their heads throwckba laughter, the posture of
Joe's legs, even the way he positions his right hat carry associations with the
earlier picture and underscore even further thattloality of Joe's everyday life.
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o o LY S

George Cruikshénk, 'The Last So(ilylemoirs’, Book 1)

This relentless presence of an audience followm@di almost to the end of his life.
Even after his final farewell benefit at Drury Lam& event which by its very nature
Is supposed to signify a closure for the perforveatside of Joe's identity, he is
followed back to his home by a mob-audience. Thilyrefuse to make a distinction
between inside and outside the theatre, and catldba prevailed upon to disperse
until he had appeared on the top of the stepsnaadk his farewell bowd@, I, p.
194), indulging them with one more theatrical gestu

It is significant, then, that the only time Joe weithout an audience was on
his death-bed. Rather than the public, dramatic resdrved for great heroes, Joe
Grimaldi slipped quietly away, alone in his bedrooinwvas a few hours later that his
housekeeper ‘found him dead¥ Il, p. 207). Dickens notes the significance a$ th
in the final line of his 'Concluding Chapter’, whée instructs his readers to
remember that 'the light and life of a brilliane#tre were exchanged in an instant for
the gloom and sadness of a dull sick rood, (Il, p. 211). But it is only for an
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instant. For the majority of his life, Joe was defi by an ever-present audience, and
in the act of writing his memoirs, sought one eaétar his death.

Conclusion

In conclusion, theMemoirscan, to some extent, be seen as a rare false dwwoke
Dickens. Although he excitedly told Forster sootemits publication that 'Seventeen
hundred Grimaldis have already been sold and the demand increases

hundred of the initial run remained unsdfl.Subsequent editions have been
produced, most notably Charles Whitehead's in E8#bRichard Findlater's in 1968,
but neither provoked any substantial revival irtical interest. It is probably not
surprising, therefore, that when Tom Ellar appreachhim with a similar
biographical project, Dickens declined, feelingtthth Ellar could hope to gain from
'such a proceeding' was 'disappointment and vexXafitHowever, in this article |
have demonstrated that a case can be made faalits in other terms. Although it
certainly failed as a stand-alone commercial biplgyatheMemoirsis better seen as
part of one of Dickens's early projects in chanagagion, in which life was refigured
as a pantomime performance. This project beg&keaiches by Bpwas formulated
into a central thesis in 'The Pantomime of Lifeid avas also worked through both
The Pickwick Papersand Oliver Twist principally revolving around a central
dynamic of the player and their audience.

Andrew McConnell Stott's recent biograpfiyhe Pantomime Life of Joseph
Grimaldi (2009), interprets the offstage life of its subjgrough the art he practised
on it, and in theMemoirs Dickens similarly demonstrates how the world loé¢ t
playhouse and the world outside of it cannot basspd in any comfortable and neat
way. In his own memoirs, Tate Wilkinson observedalid Garrick that ‘Mr Garrick
was the actor on the stage of life; and on theestizglf he was not the actor, but the
life's exact mirror he held to public vie®'It is through this clever inversion that
Dickens's life of Grimaldi can be best understood.

In fact, this idea never really left Dickens. Thgbiout his career, he would
populate his novels with other show-stealing chi@aracwhose very sense of self
depended on both their skills at role-playing amelgresence of audience who would
be complicit in their performance. For example, thgocrite Seth Pecksniff is
constantly engaged in the manipulation of thoseratdim through his exaggerated
gestures, the management of his public appearaacdshis careful staging of
supposedly spontaneous encounters with otherslasiynias Stephen Wall notes,
William Dorrit ‘can only sustain his life as a pmeer by fictions and pretence’, which

26 Letter to John Forster (?Late March 1888}fers |, 391.
27 Letter to Thomas Ellar (27 September 18B8jters,|, 586.
28 Tate WilkinsonMemoirs of his own life3 vols, (Dublin, 1791), Il, p. 37.
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includes his performance of the roles of 'Fatheithef Marshalsea' and 'William
Dorrit, Esquire’, as well as careful attentionte tesponse of the ‘audience' members
of Marshalsea 'College’ and a London social sceriehs itself based on pretente.

In his 'Concluding Chapter' to tiemoirs Dickens claims that 'the genuine
droll, [...] grimacing [...] filching, irresistibl€lown left the stage with Grimaldi, and
though often heard of, has never since been sd&)'llf p. 209). Yet as | have
shown, this is not entirely true; it is perhaps enaccurate to suggest that he stepped
off the stage and into the pages of Dickens's sowehere he would be endlessly
revived for generations to come.
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THE PERFORMANCE OF PRIVACY: DANDYISM IN W.M. THACKE RAY'S
PENDENNIS

Alice Crossley
(University of Leeds)

Abstract

This article draws on Thackeray's appropriationtte apparatus of theatrical culture in
order to examine the complex negotiation of pupécformance and private life engendered
by the practices of dandyism in the period Pendennisthe figure of the dandy appears
inherently artificial in its reliance upon spedta@nd display, yet it also enables self-
creation and the maintenance of privacy. Differgmies of the dandy are isolated in the
novel as forms of masculine performance to beousty emulated or rejected in the
formation of individual identity.

While Thackeray is often considered to be scaptaf dandyism, his sustained
employment of dandiacal personas in this noveyests that his view of such performative
practices was more ambivalent. Costume here offersallure of display to both fictional
characters and actual readers, while retainingt@entially impenetrable barrier between self
and society. In a society that seems at oncesterf@ culture of surveillance and spectacle,
and to retreat from such theatrical practice astimentic and artificial, such close attention
to dress may be considered as simultaneously casply vulgar or effeminate, and
cautious or protective. In the novel examined h&hackeray charts the development of his
hero with an emphasis on the role of costume énetkperience of masculine identity. In
doing so, this article suggests, the text engagan exploration of performance as privacy.

Through an exploration of the dual influences afgey and performance, W. M.
Thackeray's?endennig1848-50) identifies the ways that male youthlakedo create
and sustain authenticity by means of negotiatiotwéen public indulgences or
physical pleasures, and the moral values of thendagh emphasised the primacy of
interiority. Loosely adhering to the generic forrhthe Bildungsroman the novel
charts the fortunes of its eponymous hero from umgversity years, to dubious
success as a writer for the periodical press. &kienarrates Pen's various forays into
love and friendship, concluding with his marriage ltaura Bell, who exerts a
stabilising influence over the young maendennignay be seen variously to draw
on, or set itself against, popular and theatriedliperformances of masculine types
governing masculine development and the sociabisadf young men in the mid-
Victorian era. Thackeray's novel may be seen axample of a growing acceptance
in this period of the male body at its most obvlgusexually fraught epoch. The
physiological changes of puberty hold an obvioupeap for the emotional and
psychological response elicited, and for the maweatds social integration and
participation that such a process may herald, qdsily for male youth of the
middle classes.

Pen's narrative development represents a growwagesess of a social cohort
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that gains increasing visibility in mid-Victorianriing: adolescents. His youthful
body is manipulated by Thackeray to indicate thecarious balance between public
and private in youthful male experience, as adelese emerges in the novel as a
discrete age group responding to newfound free@dorasult of the move away from
the parental home, and to the difficulties in faggian adult male identity in the
wider world. Contemporary attempts to understare wlays that adolescence was
constructed in this period placed a greater emphasiits evolution as a social and
cultural response rather than just a biological erative, leading to recent
observations that nineteenth-century adolescenae thae response to an observable
fact — the fact of a youth culture’, that it was a iabcole’, or 'a socio-cultural
construction’, rather than a period of purely ptgschange heralded by puberty and
experienced in the same way by each generatiiinis 'social role' or 'youth culture'
is clearly gendered ifPendennis producing coded types of masculinity through
examples of the clothed male body on display.

Thackeray charts the history of his protagonisthiwr Pendennis, with careful
attention to both the individual and cultural sigrance of his physical presentation,
and the reader is introduced to the different $daiactions of the male body. Pen's
body is variously represented as a cover or sceehighly visible source of pleasure,
a means of self-display and ornamentation, or ea®ra disguise. Costume, as a
visual indicator of the body beneath, thereforeolb@es a crucial part of Thackeray's
interrogation of male development and exploratiamawing attention to the
performances of masculinity in the social arena.

The novel draws frequently upon theatrical geiaras tropes recognisable to a
mid-Victorian reader. This extends from the usepahtomime imagery in the
vignettes at the start of chapters and referermce=al contemporary figures of theatre
and melodrama such as James Quin and Sarah Sidaorigtional characters
associated with the stage, such as the musiciars Bom the provincial actress with
whom Pen falls in love, Emily Costigan or "the Faihgay". While much of the
allure of theatre is later exposed in the novelsaam and artifice, forms of
performance and theatrical suggestion remain aceoaf apparent fascination for
both the young hero and for the authdn particular, costume, or dress, features as a
persistent reminder that the theatricalising gadst® in polite society beyond the
stage, and that flamboyant costume serves a culpurpose in the formation of
identity in everyday life, as well as for the drdaimgurposes of play or production.

1 John Demos and Virginia Demos, 'Adolescence sidfical Perspectivelournal of Marriage
and Family 31 (1969), 632-8 (p. 638); Jenny HdMblic School Literature, Civic Education and
the Politics of Male Adolescen¢€arnham: Ashgate, 200&. 8; John SpringhalGoming of Age:
Adolescence in Britain, 1860-19¢Dublin: Gill and Macmillan, 1986), p. 8.

2 Critics such as John Carey have noted Thackdrdagi®st in theatrical forms of entertainment,
from plays and pantomimes to ballet and opera.J8ba CareyThackeray: Prodigal Genius
(London: Faber & Faber, 1977), particularly chafi@n Theatre'.
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As Emily Allen has outlined, ‘theater provided th@vel with an unstable opposite
that served both to repel and attract.'3 Costun@atining is isolated in Pendennis,
especially in relation to masculine performance aeselopment, as not merely
functional, but as enabling a complex negotiatibthe boundaries between social
spectacle inviting the public gaze, and interioatyprivacy. The binary of public and
private evinced in the discussion of dress in tit$ may be seen as a response to this
tension between the individual, isolated practiteavel-reading, and the collective,
communal experience of theatre-going and publitoperance’

In each stage of his career, whether first love time at Boniface College, or
his forays into the bohemian London of the literaman, Arthur Pendennis is
provided with a new opportunity for self-creatitmoth in the visual terms of his self-
fashioning and in terms of his experience and syem® (it is to be supposed)
character development in the novel, as he leaoms &ach new scene of his life:

Mr Pen said that anthropology was his favouritespity and had his eyes always
eagerly open to its infinite varieties and beauteemtemplating with an unfailing
delight all specimens of it in all places to whicé resorted [...] And, indeed, a
man whose heart is pretty clean can indulge inghisuit with an enjoyment that
never ceases, and is only perhaps the more keandet is secret and has a touch
of sacéness in it; because he is of his mood andbutanely, and apart though not
alone:

Pen, as an occasional student of ‘anthropologgerebs those around him with the
same interest and amusement as that of the redmder studying him. The process of
observation or spectatorship, however, necessamelgtes a distance between subject
and object, and Pen finds that this 'pursuit’, @/kijoyable, is nonetheless isolating.
By creating for his young hero this literary wordll of other fictional people,
however, Thackeray allows Pen to create an idemtdy just through his own

3 Emily Allen, Theater Figures: The Production of the Nineteendm@ry British Novel
(Columbus: Ohio State University Press, 2003),.p. 7

* Thackeray's reliance upon the theatre as a sofiroaterial for his journalistic work in
particular, has been noted by Ann Horn in 'Thed®uynalism, and Thackeray's "Man of the World
Magazine™ Victorian Periodicals Reviewd2:3 (1999), 223-238. Horn draws attention to
Thackeray's self-conscious performance as authtorddr the Cornhill Magazine, although the
relationship constructed between the theatre ariddieal press may also be read iRtendennis
Richard Salmon has also noted the 'wilfully supgafiand theatrical aspect of Thackeray's
representation of fashionable society’, in his bablkam Makepeace Thackergyavistock:
Northcote House, 2005), p. 57.

> William Makepeace Thackerayhe History of Pendennis: His Fortunes and Misfoes, His
Friends and His Greatest Eneprad. and intr. by John Sutherland (Oxford and Nevk: Oxford
University Press, 1999), p. 588. All subsequerdgrezices are to this edition, incorporated in the
body of the text.
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experiences, but also by distinguishing himselfd(&is body) in relation to other
characters, or by imitating the physical preseotatf those around him: Pendennis
was a ‘clever fellow, who took his colour very mdaffom his neighbour, and found
the adaptation only too easy' (p. 476).

Pen's mimetic capacity for 'adaptation’ figures $elf-conscious presentation
in terms of theatricality or performance. The canstpossibility of comparison or
contrast is what Peter Brooks Body Work: Objects of Desire in Modern Narrative
identifies as an erotic dynamic. He states that:

The relation to another body is repeatedly presemevisual terms, and the

visual as applied to the body is often highly enstd, a gaze subtended by
desire. The desire can be a desire to possesslsm@ desire to know; most

often the two are intermingl€d.

Through a process of coveting, emulating, or digtishing himself against the
bodies of the men that surround him in his fictiog@aciety, Pen creates a complex
web of display and appropriation, in which he igaeled by the reader as 'apart,
though not alone' (p. 588), and alienation becoaessitive, formative force. The
interchange between desire and knowledge that Bradéntifies develops as Pen
matures, and the resulting self-consciousness sll@an to see his physical self as
both a private and a public body. By regulating mmsage, and adapting the
presentation of his body through dress, occupalomation and company, Pen learns
confidence in both how he sees himself and hovs Ipeiceived by those around him.
Balanced against Pen's scopophilic urge, or eseticdesire to see those
around him, is his developing awareness of hinesedf the figure that he presents to
any chosen audience. Pen's initial, and hesitdt@mpats to make himself a more
noticeable figure in his community, are often asgsed with the theatre, or with
different forms of theatrical display and performansuch as burlesque or
harlequinade. It is a typical of Thackeray's fintithat dress frequently indicates
character, or reveals an individual's charactegstin an echo of the significance
accorded to dress in Thomas Carlyle's esotericopbyhy of clothes irSartor
Resartug1838), J. C. Flugel writes in his work on thetbiig of fashion:

Apart from face and hands [...] what we actually aed react to are, not the
bodies, but the clothes of those about us. Itamftheir clothes that we form a
first impression of our fellow-creatures when weetrthem’

Thus, in Pendennis Blanche's pale costume, Foker's outlandish aigthi

6 Peter BrooksBody Work: Objects of Desire in Modern Narrati@ambridge, MA and London:
Harvard University Press,1993), p. 11.
7 J. C. FlugelThe Psychology of Clothe@ew York: AMS Press, (1950, reprinted 1976)1%.
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Warrington's jacket and Major Pendennis's canegrbecemblematic of themselves
as individuals, or symbolic of elements in theiacter. Blanche, who wears 'a dove
colour, like a vestal virgin', is blankly white, thelothing providing a carefully
chosen screen of impenetrability, and Major Penidg&nnane and corset declare both
his age and his reliance ¢a modeof an outmoded and bygone era (p. 270). Both
declare the body's presence, and obscure it. Gldib&l various functions, and as
well as obscuring the body, they also ornament llody; costume transmits
information about the person wearing it (such assl wealth, occupation, gender,
age), allows for the symbolic use of items of dremsd also provides crucial
opportunities for self-creation.

Thackeray's novel, filled as it is with morallyldaus men staking claims to
fashion, is often cited as an example of the wstelisapproval of dandyisfh.
Pendennis's consciousness of his apparel and ¢eermment do seem to suggest
that such concern for appearance is a corrupticg, Viowever, Thackeray's focus on
clothing suggests a more ambivalent attitude towvatdndyism. Pen's friend and
mentor Warrington gently teases Pen about his erkeaesconcern over his
appearance. In comparison, Thackeray apparentlgrestt store by the jacket as
worn by Warrington, so much so that Ellen Moers baggested that, 'the rough,
manly, unadorned jacket was becoming a moral symidlhackeray; it was the
costume of a gentlemahThe value of the jacket, for Thackeray, was itapdicity
and functionality as an everyday garment.

Warrington, as Pen's mentor, is often seen as practical, steady, and honest
than his young companion, all of which may be gkexbin his lack of fine tailoring.
This is in contrast with the moral ambiguity of MapPendennis, who is often cited as
suggestive of Thackeray's dislike of dandyism.dmparison with the honest, jacket-
sporting Warrington, it is not only the previousgeation in whom signs of foppish
appearance suggest a suspect character. The Majohia superannuated friend
Viscount Colchicum represent an older and outmdded of dandyism, and provide
Pen with examples of a style of masculinity affdcie his father's time, complete

8 This is an idea touched upon by, for exampleetiMcMaster inThackeray: The Major Novels
(Toronto: University of Toronto Press, 1971), whatas that 'the society satirizedRendenniss

that of the dandy' (p. 65). More recently, howeVéackeray critics are becoming sensitive to the
complexity of the author's attitude towards danalyisuch as Robert P. Fletcher, in 'The Dandy and
the Fogey: Thackeray and the Aesthetics/Ethich@Literary Pragmatistnglish Literary

History, 58:2 (1991), 383-404, who suggests that 'the galamdy stands as individual,
independent of the social conventions of family amak, and, in the metaphors of Thackeray's
universe, as the figure of self-creation’, (p. 4@id Claire Nicolay in 'Delightful Coxcombs to
Industrious Men: Fashionable Politics@ecilandPendennis' Victorian Literature and Culture
30:1 (2002), 289-304, who observes that ‘dandyisvesl as a nexus for the declining aristocratic
elite and the rising middle class, a site wherédnawas transformed by the dialectic interplay of
aristocratic and individualistic ideals.' (p. 289).

9 Ellen MoersThe Dandy: Brummell to Beerbohiew York: Viking Press, 1960), p. 203.
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with corsetry, padded shoulders, and multi-layeyesht-coats as well as other, more
ornamentalaides de toilette¥’ The Major, as explicit guardian of the young man,
may be seen as occupying a paternal position atioel to Pen, as he takes on the
role of father to his nephew, providing Pen witflated ideas about his position in
polite, aristocratic, society. For Clair Hughes:

The Major serves as both role-model and warnind\rihur Pendennis, the
novel's unheroic hero, whose career across thel mwharted in a series of
exquisite outfits which throw no very favourablght on his charactét.

Major Pendennis's dandyism provides one represemtaif manliness, which
contrasts with that of Warrington, and offers onedm of performance for Pen to
follow or reject in the text as 'both role-modedamarning’. Being close to Pen in
familial terms, he is naturally a significant ingluice in Arthur's life-choices and
general code of conduct.

Henry Foker also turns out to be an influentialifgfor Pen. Initially styled as
possessing a 'loud and patronising manner," Fakaniold schoolfellow of Pen's,
who has changed markedly in the course of a year:

A youth [...] now appeared before Pen in one of thos#umes to which the
public consent [...] has been awarded the title wtls' He [...] wore a fur

waistcoat laced over with gold chains; a greenasugy coat with basket
buttons, and a white upper-coat ornamented witkestplate buttons [...]; all

of which ornaments set off this young fellow's figuo such advantage, that
you would hesitate to say which character in life imost resembled, and
whether he was a boxen goguetteor a coachman in his gala suit. (pp. 38-9)

Even to Pen's untutored eye, his former acquaietaneulgar, brash, and overly loud
in his appearance. The colloquial appellationwtlf suggests that Foker appears as
a person of rank, although his behaviour may belems or ungentlemanly.
Nonetheless, his family's wealth and connectiondisnmother's side make Harry
Foker a suitable friend in the eyes of Pen's unel® encourages the alliance. Pen's
initial reaction is soon forgotten, too, in the gutial for personal reinvention that he
recognises in Foker. For all its vulgarity, Fokgesformance of dandyism suggests a

10 Major Pendennis encapsulates the style of damdgiade popular by King George 1V, both
during his period as regent and in his reign. Forarspecific examples of the evolution of fashion
between 1810 and 1850, see C. Willett Cunningt@hRhyllis CunningtoniHandbook of English
Costume in the Nineteenth Cent(icpndon: Faber and Faber, 1959). Although ratlaedi this

text still provides a detailed account of dresthmperiod, as does Norah Waug@hgeCut of Men's
Clothes, 1600-190(Q_ondon: Faber and Faber, 1965).

11 Clair HughesDressed in Fictior{Oxford and New York: Berg, 2006), p. 7.
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social prominence that Pen envies. The excessigeuaements which adorn the
person of this young visitor signify to the realfeker's aspirations of dandyism:

It was in vain that Pen recalled to his own minavistupid Foker used to be at
school — how he could scarcely read, how he wasglaanly in his person, and
notorious for his blunders and dullness. Mr. Fokas not much more refined
now than in his schooldays: and yet Pen felt aesqmide in strutting down

High Street with a young fellow who owned tandemasked to officers, and

ordered turtle and champagne for dinffer.

It is this brand of dandyism, the loudly-dressatifiaial, consciously performative
form of dandyism, with which the modern reader e&rhaps most likely to be
familiar, rather than the understated elegancestarét simplicity of the early regency
period with which George "Beau” Brummell's name lcasne to be associated.
Foker, like a younger version of Major Pendenngsjofirs the more flamboyant,
ostentatious costume typified by the latter yedrthe regency and of King George
IVs reign which, in Thackeray's eyes in particuveas more morally ambiguods.

Thackeray's ambivalence about the vulgarity opfsipness which, partly as a
result of the influence of Pen's friend Foker armgluncle, is frequently adopted by
young Pen, becomes visible throughout the novelileVh remains a largely
innocuous vice in itself, Thackeray nonethelesslteiln attach moral stigma to such
excessive concern with adorning the body, a theimehnoccupies several entries in
his Mr Brown's Letters to a Young Man About To(®849) and is recurrent in his
essay 'Men and Coats' (1841), among other conisito contemporary journals.
Ellen Moers states that:

In the course of describing his own youth as thstony of Pendennis,
Thackeray came to the conclusion that dandyism nedlsing more nor less
than selfishness raised to thte degreée?

Such selfish concern can bode ill for other arddigey and Pen is frequently accused
of selfish and narcissistic tendencies. Thackeraga reduction of dandyism to
'nothing more nor less than selfishness', howeseegms unconvincing, as the
articulation of dandyism in the novel appears tonhere subtle than the simple

12 Ibid., p. 39.

13 See Cunningtojandbook of English Costume in the Nineteenth Genfyp. 77-226. In

addition, Anne Hollander and Clair Hughes have loiigtinguished Brummell's style of dandyism
as emphasising simplicity, cleanliness, and impgleclbehaviour. Claire Nicolay has similarly
commented that Brummell was 'the primary archibéctandyism' and that he 'developed not only a
style of dress, but also a mode of behavior arlé stywit that opposed ostentation.' ('Delightful
Coxcombs', p. 289).

14 Moers,The Dandyp. 212.
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equation of modishness with self-obsession andsaaial behaviour. Thackeray's
dandy is invested with an admirable sense of se#franess, although the difficult
balance between confidence and egotism in suchonpesthce is what draws
Thackeray's attention.

As indicated above, the gaudy dandy is the typdasfdyism which is most
well-known, although the spirit and elegance of djasm were more accurately
embodied in the style of Brummell, whose emphasisature rather than artificiality
may be perceived by Thackeray as a more mascuiguepus enterprise that seeks to
discipline theatrical culture, and therefore maspeectable and worthy of emulation
than louche foppery. Brummell emphasised the nhatimas of the body, and
demanded that tailoring should fit the body inntgural form (without the aids of
devices such as buckram-wadding or lacing), andeated sobriety in both colour
and cut, favouring navy blue or other dark colaarsis coats. His idea of sartorial
sophistication valued the body and, above allcieanliness. While Thackeray is
more severe on the theatrics of "butterfly" danehyighe vigorous manliness of
Brummellian dandyism was a form of attire and adk& towards the body that he
does not entirely disparage. Thackeray muses iadsay 'Men and Coats', that:

A man who is not strictly neat in his person is anthonest man. [...] A man
who wears a dressing-gown is not neat in his petsisrmoral character takes
invariably some of his slatternliness and loosenésss costume®

It is this element of neatness, honesty, and s&#s that is of such value to
Thackeray in Warrington's jacket. Care in dressihgpt taken to excessive lengths
and applied to vulgar costume, may be a positieeneht reflecting good character.
Pen's dandyism, then, is not necessarily indicaitfvaoral laxity, as due attention to
one's self-presentation may be beneficial duringlestent development, both as a
means of self-creation, and as an expression oactea.

The position of the male adolescent as regardpubkc and private spheres of
Victorian society is fluid and unspecified. Penrgieethe first half of the novel firmly
attached to his family home of Fairoaks, whereiesla relatively quiet country life.
On moving to London, however, Pen leaves his cbiddhhome, and instead lives
with George Warrington in shared accommodatiomenWpper Temple. While Lamb
Court provides Pen with a space to work and sléap, referred to as two sets of
‘rooms' rather than "home", and Major Pendennsh@xked at his nephew's new and
distinctly humble abode in the city (p. 359). P@ver entirely moves away from his
home and family. He remains throughout most ofrtbeel belonging to neither the
external social sphere or to the private domesiadm, suspended between the two
and occupying the liminal position of bachelor gavith Warrington.

Pen's isolation echoes similar experiences of gtbeng men in the process of

15 Thackeray, 'Men and Coats', Vol. XMJorks p. 334.
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social assimilation, before finding a suitable rads social participant. His
psychological separation from those around himyel$ as his choice to distinguish
himself from others through his dandified dressgmnigy this lack of involvement in
others' lives:

Neither did society, or that portion which he saxcite him or amuse him
overmuch. [...] He was too young to be admitted asqral amongst men who
had made their mark in the world, and of whose eosation he could scarcely
as yet expect to be more than a listener. And he taa old for the men of
pleasure of his own age; too much a man of pleasurdhe men of business;
destined, in a word, to be a good deal alone.dp) 6

Pen, who is 'destined to be alone’, being both ytmang' and 'too old’, belongs to
none of the social groups identified as appropfi@atenale youth in this period and is
therefore cast in the role of an observer. Thisnteaiance of a psychological distance
from those around him, however, is in fact its okind of participation in a
community of experience felt by similar youths e tsame situation. A separation of
self from others, especially by means of clothiingm those to whom the individual
(such as Pen) is attached, (for example Helen ord)a'resolves an uncertainty as to
who or what we aré® Pen is able to sympathise with, for example, Fskegnse of
loneliness and isolation in his infatuation witraBEhe Amory, as well as his choice
to distinguish himself from his fellow youths thgiuthe screen constructed from his
dandyish clothes, and each is able to recognisieeimther an emotional detachment
from the world around them as they strive to créfage own identity.

As a means of developing a greater sense of inw@weé with others, Pen
attends various social occasions, firstly in hike rof eager youth, and later as the
disengaged dandy. Such social events, Pamela Gibsrsuggested, bridge the gap
between the privacy of the home and the unchalkkggee of the public:

The social produced, mystified, mediated, and nooed the split between
public and private: it produced it by providing arena in which privacy was
performed; in so doing, it mystified the tenuousl amstable nature of the
distinction; thus, it mediated between public anggte by providing a "buffer
domain" in which the shifting distinction could lentinually elaborated and
affirmed; and therefore it provided a stage uporictvhdemonstrations of
privacy could eventually be publically monitor&d.

Pen's social engagements, such as his visits tdJhade, the Bungays, and the

16 John Harveyyen in Black(London: Reaktion Books, 1997 [1995]), p. 14.
17 Pamela K. GilberiThe Citizen's Body: Desire, Health, and the Sacidictorian England
(Columbus: Ohio State University Press, 2007),60. 7
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Clavering family provide opportunities for Pen t@wve between private and public,
which have been typically conceived as genderdieeiteminine or masculine by
Victorian writers.

Tony Chapman and Jenny Hockey have argued thdtatmethe Victorian and
the modern home:

cannot be seen as a space which is beyond the ajattee public world.
However determinedly we police the boundaries af 'puivate” space, it is
difficult to ignore or exclude the possibility afdursions into that space. The
visit of outsiders [...] brings into sharp relief theagility of the boundary
between the public world and the private donféin.

This problematic privacy of the typically "privatgpace, it has been suggested by
Peter Brooks, is made doubly unstable through teegmce of bodies within 'i. In
the same way that the interior of the home atpkrsod is carefully constructed so as
to separate public from private, then, the youndentedy in Thackeray's novel is
comprised of both an interior, private sense of,sahd of a more contrived,
accessible or immediate version of the individaparceived by society. Clothing or
costume creates its own boundary between the seorsr self and the exterior
presentation of the individual consciously avaiata public scrutiny. Quiet, sartorial
elegance, which ifPendennigesides somewhere between the 'rough and ready', y
honest Warrington, and Pen's attempts at fashienaphartness, provide an
opportunity for continual individual privacy evenhile on display. As Thackeray
discusses in 'Men and Coats', the right kind dbtiig may provide a sense of
comfort, self-containment, propriety, and thoughtéss so that, in effect, the private
self may be legitimately performed in public sitoas.

The male body inPendennisis inscribed as meaningful for its revelatory
ability to project developing selfhood in socialveonments. It is also, however,
valued for its facility in misleading and defledimpublic scrutiny. The capacity for
private agency and individual choice in carefulbnstructed attire suggests the
potential for authentic self-creation and intetiprin Thackeray's representation of
the youthful dandy. Judith L. Fisher ifthackeray's Skeptical Narrativerites of
Pendennighat:

The dandy-phase of the protagonist is the publrsiga of his private search
for self through love; the costume and mannerisraparformances of statés.

18 Tony Chapman and Jenny Hockey, 'The Ideal H@neisiimagined and as it is Lived', in
Chapman & Hockey, (edddeal Homes?pp. 1-13, (p. 10).

19 See BrooksBody Work

20 Judith L. FisherThackeray's Skeptical Narrative and the 'Perildtede’ of Authorship
(Aldershot: Ashgate, 2002), p. 115.
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Pen's dandification results in a projection of timgblic version of his private [...]
self' by means of self-consciously adopted ‘costameé 'performance’. In the novel,
Thackeray's emphasis on neatness and cleanlinesiress implies a hesitant
sympathy with the austerity and simplicity, as idist from the gaudy trappings of,
for example, the dandyism of Byron, Bulwer and B&dr. The preoccupation over
dress and character in 'Men and Coats' (184hg Snobs of Englan{l846-7)
Pendennig1848-50), andMr Brown's Letters to a Young Man About To(#849),
coupled with his friendship around this time withet Count D'Orsay, Lady
Blessington and the fashionable set at Gore Holisackeray seems to have been
intrigued by dandyism and its devotees, suggesirigscination that went beyond
absolute repugnance. Rather, Thackeray's intetfmetaf raiment and the dandy-
ethos, — irPendennisevident in what Fisher has termed Pen's 'dandgghinforms
the creation of an acceptable male identity duryogith. Jessica Feldman has
similarly commented on the dandy that:

He is the figure who practises, and even imperssndhe fascinating acts of
self-creation and presentation. He is the figurepafadox created by many
societies in order to express whatever it is that dulture feels it must, but
cannot, synthesize. This dandy is neither spirit fl@sh, nature nor artifice,
ethical nor aesthetic, active nor passive, malefemiale. He is the figure who
casts into doubt, even while he underscores, tg bmary oppositions by
which his culture lived*

The ability to 'synthesize' both private choice gnblic spectacle establishes a
significant role for dress in the creation of adakent identity inPendennisPen is
certainly seen to 'practise [...] the fascinatingsauit self-creation and presentation’,
first at university, where Pen himself becomesguri to be 'admired' and even
imitated (p. 224). Foker, for example, 'was exceglgi pleased at the success of his
young protégé, [...] admired Pen quite as much asattye other youth', and ‘it was
he who followed Pen now, and quoted his sayings29d). Pen becomes his own
text to be read or 'quoted’, and creates himseHinasbject of fascination, leading
other students to '‘admire and obey' despite Paodks df commitment or academic
advancement (p. 222). Pen's performance of the ydadr@ssed exquisitely and
removed from any emotional commitment, becomes batlacceptable display, but
also a source of scandal and anxiety, which playedontemporary fears about the
potential delinquency of juvenile behaviour.

The idea that the body is a legible text is simitathe discussion of the dandy
as a fundamentally 'Clothes-wearing Man' in Cady®artor Resartusin which a

21 Jessica R. Feldma@ender on the Divide: The Dandy in Modernist Litera (Ithaca and
London: Cornell University Press, 1993)
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language of 'Symbols' represents 'Articles of Favtthich combine to illustrate 'the
essential nature of the British Dandy, and the mysignificance that lies in hirf.
Clothing is conceived, for Pen, in a similar manrees a means of both concealing
and displaying selfhood. As Anne Hollander has sstgf:

Nothing is more common than the metaphorical meantioclothing, first of all
to indicate a simple screen that hides the truthmmre subtly, a distracting
display that demands attention but confounds trercgption.These notions
invoke dress in its erotic function, as somethimgttseems to promise
something elsé®

Envisaging Pen's clothes as both a 'screen’ anddistracting display' indicates 'the
promise of something else’ behind the immaculaterlaf costume and ornament. In
Pendennisprivacy is revealed as this 'something else'ithebncealed from the gaze
of the casual observer, protecting the youthfulivicdial at the same time as
advertising the self by means of theatrical spéetaicd display.

Pen's production of his own autobiographical ndxelter Lorraine and its
publication, further complicates his dual attempt salf-concealment and self-
presentation. As well as emphasising Pen's teydienespond to external sources
to prompt his development (in terms of literarylstybut also his desire to emulate
first Harry Foker, and then WarringtoWalter Lorrainenonetheless reflects much of
Pen's early emotional development:

There was not the slightest doubt, then, that disisument contained a great
deal of Pen's personal experiences, and ltealves from the Life-Book of
Walter Lorrainewould never have been written but for Arthur Pemdg's own
private griefs, passions, and follies. [...] the ygugentleman had depicted
such of them as he thought were likely to intetbstreader, or were suitable
for the purposes of his stofd).

In this fictional account of his ‘personal expecesi, Pen is able to regulate the
exposure of his 'private griefs, passions anddsllior the consumption of the reader.
Walter Lorrainereveals Pen to his readers in a carefully moddléitght (which
Warrington finds amusing, and Fanny Bolton findsamtic and attractive), without
revealing all of Pen's 'private’ experiences sb hieas still in control of this ‘private’
self. The appeal of the fictional narrative is thateems to reveal more of Pen than it

22 Thomas CarlyleSartor Resartus: The Life and Times of Herr Tedféiskh intr. By Alasdair
Gray (Edinburgh: Canongate Classics, 2002), p. 7923; p. 281.

23 Anne HollanderSeeing Through ClothéBerkeley and Los Angeles: University of Califani
Press, 1993), pp.445-7.

24 Ibid., p. 521.
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does, as it is written in the sentimental styletlud ‘fashionable novel’, and so,
because Pen's tales of heartbreak at the hantdearfora' and 'Neaera' fall so neatly
into a burlesque of the typical narrative explafsthe hero of such novels, Pen's
‘private’ experiences are effectively disguisedhamse of a 'youth' who 'will fetch
some price in the market' for, as Warrington conmsietthe rubbish is saleable
enough, sir' (p. 511, p. 519, p. 523).

'Fashionable Novelare similarly employed to reflect the egotisnileg dandy
in Sartor Resartusand are denounced as 'Sacred Books' in whictirtleesecret’ and
'physiology of the Dandiacal Body' may be glimp&e&en's promotion of himself,
among his own social acquaintance as a dandy, raridei public at large as both
Walter Lorraine, the sentimental young hero, arel dhthor ofWalter Lorrainethe
novel, emphasise his text as revelatory, but atsa means of deflecting the public
gaze away from Pen himself. Herbert Sussman, innfii@mative workVictorian
Masculinities has noted that, 'For Carlyle, the interior spat¢he male body, or,
more accurately, of the male self [...], is chardzest by unstable fluidity’®
Sussman's analysis of Carlyle's use of such larguages the 'unstable' boundaries
of the ‘hydraulic’ male body as a cause of concprnl9). Pamela Gilbert has
similarly observed a tendency of anxiety in Vic&orinarratives of embodiment:

The pulpiness within the dangerous body was alviagsatening to burst the
bounds of the skin, which defined and disciplinedividual embodiment.
Disease, lack of self-control, femininity, and meds were all aligned with
liquidity, liquefaction, and perhaps putrefactios well — those who lacked
self-control and possessive individualism wereléab melt back into a primal
flow of dangerous 00Z&.

In Sartor Resartusthis ‘primal flow of dangerous ooze' is describsdwatery, pulpy,
[and] slobbery®® Thackeray's figure of the dandy Rendennis raising as it does
fears about the effeminacy of the male body onlajsmoes not, however, define
Pen in terms of either 'liquidity’ or 'pulpinessistead of expressing concern about
the 'pulpiness [...] threatening to burst the beuofdthe skin', the integrity and fixity
of Pen's body is tested by images of water andidity' as an external rather than an
internal threat. His early emotional attachmenBtanche Amory, for example, is
reciprocated by means of Blanche's ability to 'cassponate other susceptible beings
like Pen, who had suffered too' (p. 280). Pen'sceptib[ility] is assaulted by
Blanche's 'plaintive outpourings' in the literargdeavours ofMes Larmes her

25 Carlyle,Sartor Resartusp. 285.

26 Herbert SussmakNjctorian Masculinities: Manhood and Masculine Fostin Early Victorian
Literature (Cambridge: Cambridge University Press, 199519.

27 Gilbert,The Citizen's Bodyp. 134.

28 Carlyle,Sartor Resartusp. 68.
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reflective diary and volume of sentimental poepy480):

It was a wonder how a young creature [...] shouldehsnffered so much —
should have found the means of getting at suchcaaroof despair and passion
(as a runaway boy whwill get to sea) [...]. What a talent she must have had
for weeping to be able to pour out so manyes Larmes(p. 281)

Pen is eventually able to withstand the effecti$s Blanche's tears', although other
images of water in the novel threaten to thwart$?advancement as a young man (p.
281). On being 'plucked' from Oxbridge, to therteof Pen's tutor and tradesmen’,
Pen's hat is found 'near a mill-stream; and, far-Bimd-twenty hours, it was supposed
that poor Pen had flung himself into the stream: g#2-3). Major Pendennis, when
hearing the news that Pen has been rusticateds stagrily 'You are of age, and my
hands are washed of your affairs' (p. 246). Thguage of washing, drowning, or
being swept away suggests that Pen must learnght &gainst the ‘liquidity’ or
‘pulpiness' of the social world around him, anddtfierentiate himself from the
fluidity and instability of others on 'the voyagelibe' (p. 767). Pen must struggle to
retain his authentic interiority as distinct frolretcorrupting theatrics of the social
stage.

In the process of self-definition outlined by Readolescent development,
however, Pen aligns himself with other, succesgling men whose maturation
appears more fully advanced, as well as using ctexssuch as the vulgar Sam
Huxter or foppish Mirobolant against whom to defmmself. Peter Brooks, iBody
Work contends that this process is frequently arttedlan the novel:

In modern narrative literature, a protagonist oftlsires a body (most often
another's, but sometimes his or her own) and tbdy lsomes to represent for
the protagonist an apparent ultimate good, sinappears to hold within itself
— as itself — the key to satisfaction, power, amdning’’

In this way Pen is initially drawn to his friend g Foker as emblematic of a kind of
sophistication and polish that he himself lackss Hiffair with Fanny Bolton
provides, on the other hand, an example of autbeedesire, as Pen's desire is for
‘his own [...] body', and such narcissism is at tha of Pen's subsequent illness. The
body which is constructed as the most desirabl®dn is that of his friend and
mentor George Warrington. The dynamic of their treteship is distinctly
homoerotic, and Pen's reactions to his older friargl frequently phrased with a
feminine inflection. Warrington is most frequentlifed as an example of vigorous
heterosexual masculinity in Thackeray's novelsa ggentleman without pretensions
who chooses to wear a manly jacket rather anytmoge ornamental, who claims 'l

29 BrooksBody Workp. 8.
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like to talk to the strongest man in England, @ than who can drink the most beer
in England [...] | like gin-and-water better thanref, and who likes the company of
such men 'better than that of his own class, whtseners annoyed him' (p. 376). In
comparison, Pendennis's own dandyism marks him asutexhibiting contrary
indicators about the extent of his own manlinessci{sas the rigours of self-
fashioning in the persona of the dandy, but als® ¢ffete connotations of such
attention to both dress and to self).
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Fig. 1lllustration from Pendennis, 'Pen pursuing his lstudies’
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Warrington is one of the very few characters intéw who is able to penetrate past
Pen's carefully-constructed, dandified, protectl@thing, to the private body and
personality beneath this exterior shell. This gn#ied through the private life that
they share by living together at Lamb's Court, Bpaneans of their shared history as
Boniface men and occupation as professional melettdrs. The dynamic of their
friendship, and their physical occupation of thesems, are clarified in Thackeray's
accompanying illustrations to the novel. In the tiwstrative plates that show Pen
and Warrington in their rooms, Pen is clearly fesed not only through his softer
features, but also through his posture (see figur®&<?). In both pictures Pen is on a
lower level than his friend, and is more self-caoss of his body as he crosses it or
partially obscures it from Warrington, who is mou@right and who takes an
aggressively masculine stance, with his legs apad, who observes Pen from his
higher vantage point.

Warrington's assumption of authority in their fidkship is conceived of as
natural, and it allows Pen to view Warrington's ypadciprocally perhaps, in terms of
desire. In the suggestive terms outlined by BroW¥srington becomes the symbolic
'key to satisfaction, power, and meaning," so et is both drawn to Warrington and
wishes to emulate him, adopting his mannerisms aowdipation, and, towards the
end of the novel, even by plagiarising his intenedtaura Bell (of whom he displays
littte awareness prior to Warrington's expressiaisesteem)®*® Pen's admiring
response to his friend draws on both Pen's imntgit(and so as a natural reaction to
Warrington's ‘rough and ready' performance of nlasty), and on his own pursuit
of manliness through his attempts to negotiate thering of gender boundaries
involved in dandiacal project. Pen's physical amstee Warrington's touch, for
example, parallels the hetero-normative love afafryouth:

"I think [the manuscript ofWalter Lorraing is uncommonly clever,"
Warrington said in a kind voice. "So do you, siAhd with the same
manuscript which he held in his hand, he playf@lijuck Pen on the cheek.
That part of Pen's countenance turned as redhagliever done in the earliest
days of his blushes: he grasped the other's hamdl, said, "Thank you,
Warrington," with all his might. (p. 524)

30 BrooksBody Workp. 8.
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Fig. 2lllustration from Pendennis, 'Pen hears himselpimt'
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The homoerotic subtext of their friendship, inchigliWarrington's theatrically staged
mock-chastisement of Pen, who 'blushes' and thdm&sfriend, informs Pen's
adolescent development and his struggle to findiitalsle, masculine identity to
display to the world. Warrington's cynicism and aqgmt bachelor status provide Pen
with a steady and responsible role-model. The fanat and unfashionable jacket,
simple shirt, and humble pipe of tobacco which bee@ssociated with Warrington,
are emblematic of a new brand of honest, and mgnlkylishness, which led one
reviewer for theSpectatorto claim that:

A 'healthy animalism' is still a prominent charaistiec of our better classes of
young men; and in spite of much dissipation, muemdyism, and much

pseudo-philosophy, it is no very rare thing amolngt tclass to find the best
scholglrs and the truest gentlemen neither tootdirtink beer and smoke short
pipes:

This friendship with Warrington, the wearer of th@nest jacket, in conjunction with
the value for privacy established in the text anthwhe potential for dress as a
means of both self-creation and defence, is a @rymart of Pen's experience of
maturation.

The theatrical and dandified body is central to cKesay's discussion of
masculine identity inrPendennisas an isolated individual and as part of a wider
community. Joseph Litvak has suggested that, dedming renowned for their
emphasis of privacy, nineteenth-century novelsfaneded 'in a widespread social
network of vigilance and visibility — of looking dnof being looked at — [that]
renders them inherently, if covertly, theatri¢al.This 'network of vigilance and
visibility' is translated in this text to emergeasociety conscious of constant impact
of spectacle and surveillance, which is therefagelitvak suggests, 'inherently [...]
theatrical'. To engage in the theatrical presamatf one's own body to society,
Thackeray implies ifPendennisenables the necessary balance between privacy and
display required for healthy individual developmeartd in a manner which may be
both liberating and socially legitimate.

Thackeray's novel, responding to a cultural emrrent in which masculinity
could be defined in terms of physical presencergnebility and healthfulness,
emphasises the social value placed on performariceanliness. While the potential
merit of sexual exercise forms part of the novaiksussion, the moral necessity for
physical awareness develops the erotic functiomsumes of the costumed body to
focus on forms of display as informative for maswoelldevelopment. Dandyism,

31 R. S. Rintoul, from 'Thackeray®ndennis'Spectatomxxiii (21 Dec., 1850), 1213-5 (pp. 101-
2).

32 Joseph LitvakCaught in the Act: Theatricality in the Ninetee@bntury English Novel
(Berkeley and Los Angeles: University of Califorfiteess, 1986), p. x.
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while remaining an ambivalent subject for Thackermnetheless holds a fascinating
appeal for the author in its combination of angdtrical austerity and theatrical
display. The use made of dress and costume indhel,nas part of the apparatus of
theatricality, is used not only to signify persotyabr traits of character but also to
enable self-projection as well as the deflectiontta hurtful public gaze on the
vulnerable private self, which allows Thackerayteate a complex representation of
masculine identity in mid-Victorian society. Selfriscious performance, by means of
adaptation, emulation, or rejection of the différstyles of masculinity on offer in
the novel, serves to enable and sustain an edbemniravate identity from the
onslaught of intrusive public life.
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'SHE HAD HER ROLE TO PLAY": THE PERFORMANCE OF
SERVANTHOOD IN EAST LYNNE AND OTHER SENSATION NOVELS

Elizabeth Steere
(University of Georgia)

Abstract

In its original novel form and subsequent theatriwarsions, Ellen Wood'&€ast Lynne
(1861) tells the story of Lady Isabel, who infitea her former home disguised as a servant.
This essay explores Isabel in the context of o#wting heroines of sensation novels by
Mary Elizabeth Braddon and Wilkie Collins. Thesdr@sses give performances as servants
as an unexpected means to gain access to the dorapate and to achieve personal
independence. While the servant who acts and dredse/e her station has been recognized
as a stock character of sensation fiction, the-@ehservant merits equal attention. The
servant and the actress share an ambiguity of eladsthe stigma of sexuality that make
them a natural fit for sensation fiction's tropdsillicit behaviour, secret identities, and
forbidden romance.The actress-servant is ableddas attention to costume, her emotional
control, and her performance of helplessness teae$uspicion from her true motives.
While the other actresses largely use their semades for mercenary purposes, Isabel poses
as a governess to reclaim her titles of 'mothead’ ‘aife’, literalising the subservience she
previously performed as a 'lady.’

A stock character of Victorian sensation fictionthe "adventuress”, a woman who
attempts to "marry up" in order to achieve high&atus, wealth, and power.
Examples of what Sally Mitchell dubs 'Becky Shaghddren' might include Lucy
Graham of Mary Elizabeth Braddonlsady Audley's Secre{1862), Magdalen
Vanstone of Wilkie CollinsNo Name(1862), and Lydia Gwilt of CollindArmadale
(1866)! These adventuresses share the same initial strédeget their plans for
marriage in motion: like Becky Sharp, they act amdstic employees. Unlike Becky
Sharp, however, they enter servanthood as perfsriaking on a role, forging their
references, altering their identities, and adoptpgpropriate costumes to create a
convincing performance. Although sensation fictios stuffed with servant
characters, the aforementioned 'actresses' remmitnod from true domestic
employees; for example, Magdalen Vanstone, whospthg role of a maid and a
governess, pities her sister Norah, who must becartreal" governess. Although
an adventuress who is attempting to advance healssiatus might be expected to
play a role above, rather than below, her stat@nyants are allowed a freedom of
mobility that women of higher classes are denied.

In Ellen Wood'sEast Lynng(1861), Lady Isabel Vane performs the role of a
governess in order to achieve a kind of persoreddom denied her as a lady and

1 Sally Mitchell, The Fallen Angel: Chastity, Class and Women's Repti835-188@Bowling
Green, Ohio: Bowling Green University Press, 1981)/6.
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wife. After Lady Isabel leaves her husband anddcéit to have an affair with the
wicked Sir Frances Levison, she is disfigured aedrly killed in a train accident.
Her husband, Archibald Carlyle, has divorced Isagetl when he believes her to be
dead he remarries the middle-class Barbara Hamader to live in her family estate
and to be close to Carlyle and her children onceemisabel transforms herself by
acting as the governess '‘Madame Vine'. Despiteltdss difference between Isabel
Vane and the other aforementioned adventuressesergfation fiction, all of the
women are 'actresses' who perform the part of aedbmmservant as an unexpected
means to achieve independence, whether financeiotional.

The ‘lady-qua-servant' character type | exploree heffers a foil to the
‘'upwardly-mobile "imposters™ that Deborah Wynnentifies as stock characters in
Victorian sensation fictioA. Contemporary publications expressed ridicule for t
practice thaPunchdubbed 'Servantgalism': servants who attemptdesdor act like
their masters. While the middle and upper classag be quick to condemn the
behavior of the class-climbing servant, the opgositenomenon, adopting a costume
to 'lower' oneself into servanthood, does not rat fappear to pose the same threat.
The pretentious servant, representedast Lynndy the hired ‘companion’ Afy, is an
object of scorn and distrust, but by mimicking tlenb down, rather than up, the
social ladder, Isabel Vane, the lady-qua-servasfledts suspicion and attention. As
Eve Lynch explains, the 'surface dirt' of the setviarovides a costume or method for
suppressing true recognitionfaking on the appearance of a servant can efface a
heroine's identity, and the invisibility expectedservants within a household offers
further anonymity for criminal or illicit acts. TeBuNo Namé& Magdalen Vanstone
chooses to pose as a maidservant when she wishesatoh a house for secret
documents, and Margaret Wentworth of Braddomienry Dunbar (1864)
Impersonates a maid when she wishes to misleadi@e pfficer on the trail of her
criminal father. Eve Lynch explores how adoptirnge ‘tmasquerade of servitude' can
prevent 'exposure for females escaping the domegat but in the case d&ast
Lynne the performance of servanthood allows an uppesscivoman access to the
domestic sphere that she was previously dehied.

For a lady whose dress and actions may fall undeicpilarly intense scrutiny,
the possibility of inconspicuousness may be pddrtyienticing. When Isabel Vane
Is seen as Lady Vane, she is monitored by a haukeff gossiping servants who
appear to understand her household and her redatmnbetter than she does. Later,
when she plays the role of 'Madame Vine' the ga&snlisabel is paradoxically
allowed more mobility within her home and is lesbject to surveillance than she

2 Deborah WynneThe Sensation Novel and the Victorian Family Maga@lew York: Palgrave,
2001), p. 50.

3 Eve M. Lynch, 'The Masquerade of Servitude irt&fian Literature'Pacific Coast Philology
31.1 (1996), 88-106 (p. 88).

4 Lynch, p. 88.
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was as a lady. Most importantly, her ability to act, to perform servant role
convincingly, enables her to interact more freelthviher family. It is only through
her performance as a governess that Lady Isabélésto become Carlyle's ‘wife' and
her children's 'mother' in defiance of the socigbextations for how she should
perform those roles.

The servant and the actress occupied similarlgterthinate positions in the
social and class hierarchy of mid-Victorian Englahdhis article on the Victorian
maidservant, Louis James describes how the soocsitign of servant women was
itself quite malleable: 'One could enter servicenfr a number of different
backgrounds; if one left, one was relatively molsteially to go into a variety of
occupations. The servant was subject to her emplggt she was also identified
with the household in which she workédltacy Davis' bookActresses as Working
Womeroffers a strikingly similar description of a difémt profession for women:

Victorian performers were [...] recruited from allaskes of society. While
performers repeatedly demonstrated that classnarigould be defied by hard
work, talent, or strategic marital alliances towecsome a place in the most
select company, others lived with and like the miogpoverished classes.
Unlike other occupational groups, performers' inesnspanned the highest
upper middle-class salary and the lowest workimgsiwage, and were earned
in work places that ranged in status from pategaftites to penny saloohs.

The Victorian maidservant and actress thus had nmucbmmon: they were recruited
from across the class spectrum, they existed offritigees of ‘good' society, and they
fell within a diverse hierarchy of rank and earnipgwer. Servants were also
characterised as deceptive, resourceful, and fdndress, all traits that suggest
performanceOur Plague Spo{1859), an anonymous collection of essays on the
condition of England, contains a vignette that isffa very unflattering depiction of
the servant as an actress:

This lady fancied she had a respectabie] always nicely dressesrvant, as
attendant upon her Baby [...] [O]ne day on going tigto some distant part of
the Town, she beheld in a beggarwoman's anespwn child dressed in filthy

5 Although she is recognized as a gentlewomanricédyeacity as governess and is of a higher rank
than other, more menial domestic employees, | tefésabel's role as that of a 'servant' because it
how she perceives herself. She bemoans that shdineuim her own former home 'as a
subordinate, a servant—it may be said—where sheheel reigned, the idolized lady' (399).

6 Louis James, 'The Trouble with Betsy: Periodieald the Common Reader in Mid-Nineteenth-
Century EnglandThe Victorian Periodical Press: Samplings and Sangs ed. by Joanne

Shattock and Michael Wolff (Leicester: Leicesterndnsity Press, 1982), 349-66 (p. 353).

7 Tracy C. DavisActresses as Working Women: Their Social Identitigtorian Culture(London

and New York: Routledge, 1991), p. 3.
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rags, and in its pretended mother—equally revoltinglyiratt—her tidy
respectable nursery mafd!

While this scenario is intended to strike fearhe hearts of middle-class mothers, it
also reveals the freedom servant women were p&adew possess. Both the servant
and the actress are mobile and can explore alieenmes and selves, while the
middle-class mother's role is more limited.

Unmarried middle-class women had so few jobs abkal#o them that many
viewed their choice of employment as limited to draog either an actress or
domestic employee. In her essay 'The Woman | Rermenary Elizabeth Braddon
recalls how her younger self struggled with thisisien:

Of all those gates which are now open to feminméoss there were but two
open to her. She could go out into the world as\gemess, like Jane Eyre, in
an age when to be a governess in a vulgar famis/wase than the treadmill;
or she could go upon the stage, a proceeding wduoiiulsed her family, to the
most distant cousin, a thing to be spoken of wéted breath, as the lapse of a
lost soul, the fall from Porchester Terrace tolihttomless pit.

The perceived "fall' from virtue that Braddon delses here could be equally
applicable to women in either profession, sincehbibie actress and the female
servant shared a certain social stigma of beinfieffavomen". As Mary Poovey
suggests, any type of paid work for women couldtéheomparisons to prostitution,
but the servant and the actress seem particulastyepto such accusatiotfsin fact,
one of the most popular names assigned to servidsy Anne', was a slang term
for a prostitute! In his note inLondon Labour and the Poql861), Bracebridge
Hemyng declares that 'there can be no doubt tleaitie of morality among servant-
maids in the metropolis is low' and suggests thatrge percentage may be working
prostitutes’> Our Plague Spotoffers a purportedly true sensational story of a
nursemaid in Edinburgh who would leave her changiaé care of a friend while she

8 Anon.,Our Plague Spot: In Connection With Our Polity ddgsiages as Regards Our Women,
Our Soldiery, and the Indian Empifeondon: Thomas Cautley Newby, 1859), p. 378. Emsghia
original text.

9 Mary Elizabeth Braddon, 'The Woman | Rememfédre Press AlburfLondon: John Murray,
1909) pp. 3-6 (p. 5).

10 Mary PooveyUneven Developments: The Ideological Work of Gemdbfid-Victorian
England(Chicago: University of Chicago Press, 1988), pib-6.

11 Davidoff, Leonore and othefBhe Family Story: Blood, Contract and Intimacy 18360
(London and New York: Longman, 1999), p. 172.

12 Bracebridge Hemyng, 'Prostitution in Londonl.amdon Labour and the London PodY, ed.
by Henry Mayhew (New York: Dover, 1968) 210-72 2p7).
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went to her second job in a brothel.

Sensation fiction and the Victorian theatre weresely connected from the
genre's beginnings. Both Wilkie Collins and Maryizebeth Braddon, a former
actress, were playwrights as well as novelists, thedhovels they wrote were often
adapted by others for the theaffbe London Reviedescribes the novels themselves
as mere vehicles for their inevitable stage admptsit '\We can hardly take uplanes
without perceiving the skeleton of a sensation howy waiting to be appropriated
by Mrs. Wood or Miss Braddon, and put on the staigked out with the necessary
amount of tawdry morality and high-flown sentim&ftA review in The Christian
Remembrancesimilarly derides Braddon's novels as overly theait

The world is essentially stageto Miss Braddon, and all the men and women,
the wives, the lovers, the villains, the sea-castaihe victims, the tragically
jealous, the haters, the avengers, merely play®¥e. could extract pages, fit,
as they stand, for the different actors in a melod, vehemently and
outrageously unnatural.

The novelEast Lynneoften intentionally uses the language of thedtyejnstance,
when Carlyle is first introduced in the serial wers the text advises the reader to
'[llook at the visitor well [...] for he will play Hs part in this history® Many of the
East Lynn& characters are 'actors': not only does Ladyelsshne play her part,
costumed as a French governess, but the accuded Rithard Hare dons false
whiskers to elude capture, Frances Levison masdasras Captain Thorn, and the
servant Afy Hallijohn dresses like a gentlewomarthdugh Wood's novel was
popular with readers, the story dfast Lynneachieved even greater public
recognition through its numerous theatrical proauns by T. A. Palmer, John
Oxenford, Lilla Wilde, Clifton Tayleure, and Hanalt Hume, among others. The
popularity of the play made the phrase 'Next weé&last Lynn& become a clichéd
promise among theatre companies vying to pleasedtdience.

Many of the plays stayed fairly true to Wood'sgoral story and borrowed
some of the novel's most memorable and melodrannagis for their scripts. Most of
their pathos derives from Lady Isabel agonizingrate alienation of her husband's
affection and the psychological torture she endaneg she returns to East Lynne but
cannot reveal her true identity. However, Hamiltdome took a very different
approach for his theatrical adaptatidime Tangled Path, A Tale of East Lyn@aly
fifty copies of Hume's play were printed, which Heistates are 'solely intended for

13 Our Plague Spotp. 379.

14 'Aurora Floyd'The London Reviewt4 February 1863, p. 175.

15 'Our Female Sensation Novelis@hristian Remembranceduly 1864, p. 236.
16 Ellen Wood, 'East Lynnérhe New Monthly Magazindanuary 1860, p. 29.
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the amusement of private friendfsHis version essentially de-sensationalizes Wood's
sensation novel by omitting the bigamy, illegitipgaand divorce. Hume explains in
an introduction that he 'found it perfectly impdusj in the limited space to which |
was restricted, to carry out the idea of the awb®rand let [Isabel] return to East
Lynne in the capacity of governess' so he omit$ plaat altogether and relegates
Isabel's character to a fairly minor rétedume de-emphasizes two character types
that are often prominently featured in the sensamenre: strong women and
influential servants. In fact, th®aturday Revievsaw Wood's depiction of female
servants as one of the strongest aspects of hemgvri

[Mrs. Wood] has one knack which is a great help twovelist of family life—
she can draw servants. There are two half-sidtetk,in service, who make a
great figure in the book. One of the old respdetdmily servants, and the
other the flighty, fashionable lady's-maid of thregent day. The latter is drawn
with a relish and a liveliness that show the awdhsrto have studied lady's-
maids almost as much as she has studied attotheys.

Hume's choice to eliminate or downplay the servalds differs radically from the
approaches of the more successful playwright P@mer, who cast his own wife in
the crucial role of the servant Joyce, and Cliff@ayleure, whose version highlights
Lady Isabel's tragic act as a servant in her owneéhand thus made the career of the
stage actress Lucille Western.

Andrew Maunder's article "'l will not live in powgrand neglect": East Lynne
on the East End Stage' describes W. Archer's 18é4tation for the Effingham
Theatre titledVarriage Bells; or, the Cottage on the Cliffhich differed from most
West End versions of the story in its increasedusoon the working clas¥.
Maunder's article points to the play's focus onkivay-class issues as a reflection of
the class demographics of East End audiences, uatitef suggests that the altered
focus of the Effingham production 'builds upon ebens latent in the novel [and] the
bourgeois ethos of self-help that the text espotis@he East End version of the play
taps into a theme of undervalued working-class powhich recurs irEast Lynne
and other sensation novels. In Wood's novel, mesnbéithe working classes are
primarily represented by servants: Joyce, the fidittady's maid, Wilson, the
outspoken nurse, and Afy, the class-climbing ‘campa’ Lady Isabel eventually

17 Hamilton Hume The Tangled Path', A Tale of East Lynne, a draedtversion of Mrs. Henry
Wood's celebrated nov@Talcutta: Savielle and Cranenburgh, 1863), p. v.

18 Ibid., p. vi.

19 'ReviewsEast Lynng Saturday Reviewi5 Feb 1862, p. 187.

20 Andrew Maunder, "™l will not live in poverty ameglect’: East Lynne on the East End Stage’,
Victorian Sensations: Essays on a Scandalous Gedreby Kimberly Harrison and Richard
Fantina (Columbus: Ohio University Press, 2006)-183 (p. 178).

21 Ibid., p. 181.
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joins their ranks, posing as a servant herselnimact that has often been described as
penance, but that | see more as part of the 'boisrg¢hos of self-help’ that Maunder
identifies?

Samuel Smiles' groundbreaking bd®&lf-Help(1859) contains biographies of
men who accomplish impressive feats through inte@mnd perseverance. Its profiles
of great men are remarkably similar in tone andtewnto the instructive and
inspirational tales included iThe Servants' Magazine or, Female Domestics'
Instructor from the same time period. This periodical, whigdis intended to reach a
literate servant audience, offers accounts of sesvevho are recognized by their
employers and even promoted within the domestiksatue to their honesty and
spirit of industriousnessSelf-Helppromotes the idea that men from all classes can
become great men:

Riches and ease, it is perfectly clear, are noessry for man's highest
culture, else had not the world been so largelglmed in all times to those
who have sprung from the humbler ranks. An easylaxgious existence does
not train men to effort or encounter with diffiggltnor does it awaken that
consciousness of power which is so necessary frgetic and effective action
in life. Indeed, so far from poverty being a mistore, it may, by vigorous self-
help, be converted even into a blessing; rousingaa to that struggle with the
world in which, though some may purchase ease lgyad@ation, the right-

minded and true-hearted find strength, confideand, triumph??

Indeed, although there is a section on 'Industry te Peerage’, the bulk of the
biographical stories are about ‘common' men of markable class or rank who are
depicted as admirable role models.

Smiles' description of 'illustrious Commoners edisrom humble to elevated
positions by the power of application and industgems most applicable East
Lynneto the character Archibald Carlyle, a middle-clasgyer who marries an earl's
daughter, buys her family estate, and eventualbtasted to Parliame#fit.The earl's
daughter in question is Isabel Vane, who followopposite trajectory: she marries a
man of lower rank, loses her reputation and idgngéihd must ultimately live in her
former family home as a paid domestic. However, goals of rank, legislative
power, and national renown that Smiles sees asarsad success for men do not
apply in the same way for women. Isabel's reclammatif her life in the guise of a
governess suggests that she uses her ingenuityingludtriousness to achieve
recognition on her own terms as a woman and matii&er than a statesman or

22 Ibid., p. 181.

23 Samuel Smileself-Help, with lllustrations of Character and Camatl(London: John Murray,
1859), p. 16.

24 Ibid., p. 132.
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business leader. Isabel uses a corrupt versidmegbrinciples of 'self-help’ to fuel her
new life as an actress, 'perform[ing] respectabidis Rebecca Stern describes it, and
‘counterfeiting the self®. She actively takes control of her own life anddmes an
autonomous woman, breaking out of the successiles rof obedient daughter,
passive wife, and submissive lover that she hasttiere been expected to play. By
playing the role of a servant, Isabel literalizes previous performances of female
subservience and uses it as an unexpected souaitato power over herself, her
relationships, and her choice of role within hemdwome, which is now inhabited by
the middle-class lawyer Carlyle and his second Bdebara.

Deborah Wynne describes a ‘covert power' that fldeleclass wields over the
upper class in the nov&.The balance of economic power is shifting in favofi
members of the rising middle classes, like Barltéaee and Archibald Carlyle, while
Isabel and her father the earl are representedtdated relics. As Lady Vane, Isabel
was a symbol of conquest; as Wynne points out,isla@propriated by the middle-
class Carlyle almost as part of a package witththese and grounds of East Lyrthe.
In fact, Wynne sees Carlyle's 'bowing habit' as para middle-class strategy to
achieve power through unexpected means:

For Wood's quiet revolution to take place it isessary that her middle-class
heroes and heroines remain outwardly deferentahrtds the class they mean
to usurp. We learn that Carlyle 'received the tngjrof a gentleman' at both
Rugby and Oxford, and is well-equipped to meetujnger classes on their own
territory?®

The middle classes, then, originated the stratédfieoperformance of subservience
that Lady Isabel herself will adopt to regain powethin the home that has exiled
her.

Lady Isabel's experience of feeling suppressedppressed by middle-class
women like her oppressive sister-in-law Miss CoonyCarlyle's second wife Barbara
Hare provides one of her first experiences as @ress.’ Ann Cvetkovitch sees ‘'the
strategy of submission’ that Isabel must play adyléas wife as the same one 'that
will later be played out in more exaggerated tewhsn she returns to East Lynfe.'
Before her downfall, Isabel meets social expeatatioy performing submission and
subservience, and keeping her emotions under ¢antarder to convincingly play

25 Rebecca Sterklome Economics: Domestic Fraud in Victorian Engld@dlumbus: Ohio State
University Press, 2008), p. 65.

26 Wynne p. 73.

27 Ibid., p. 68.

28 Ibid., p. 68.

29 Ann CvetkovitchMixed Feelings: Feminism, Mass Culture, and Vi@orSensationalism
(New Brunswick, New Jersey: Rutgers University Brd992) p. 101.
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the part of "'The Angel in the House.' When Isaldeyial maid, Joyce, learns that her
mistress has left her husband for another manaffinens Isabel's longstanding status
as both 'angel' and 'servant' that she held irc@eacity as wife and mistress of the
house. Joyce tells Miss Corny,

"l say she has been driven to it. She has not b#ewed to indulge a will of
her own, poor thing, since she came to East Lymmégr own house she has
been less free than any one of her servants. Yoee tarbed her, ma'am, and
snapped at her, and made her feel that she was dlave to your caprices and
temper. All these years she has been crossed amngh@uo; everything, in short,
but beaten—ma'am, you know she has!-—and she has li@ll in silence, like
a patient angel, never, as | believe, complaininghaster.” (p. 279)

Tricia Lootens suggests that since a nineteenttugewoman cannot become
a literal angel, she becomes an 'Acting Angel'eiadf® The 'Acting Angel' is
described as a woman who ‘commit[s] herself tofa &f strenuous spiritual
asceticism, [so] she could seek booth to impergoaatl to act as a stand-in for the
Victorian female ideaPf* Isabel resigns hersetb'take up her crosdaily, and bear it'
as she willingly adopts a life of self-denial, lngr aspiration is to servanthood rather
than sainthood (p. 398, italics original). Thisast Lynnecan be viewed as 'an
extended parable of the problems of the gentlewormnawictorian England®
Paradoxically, an ideal gentlewoman, wife, and ragtmust also be an actress. As
suggested iVanity Fair, 'your domestic models, and paragons of femalee/ilare
'hypocrites' who are praised for their 'pretty ¢tesry' of performanc&. Succinctly
put, '[a] good housewife is of necessity a humBug'.

The 'actresses' of sensation novels sucltas Lynnereveal the Victorian
ideals of class and femininity as constructs thhotgeir ‘performances' whether they
are featured on the literal or domestic stage. émece Talairach-Vielmas further
describes how 'sensation novels, by featuring s&tieor female characters playing
parts, heighten the paradoxical construction of aoinood, so perfectly illustrated
by the actress herself, simultaneously embodyingrime beauty and female fashion
while transgressing woman's sphere by steppingwiat the working/public stag®'.

30 Tricia Lootensl.ost Saints: Silence, Gender, and Victorian Litgr&anonization
(Charlottesville: University Press of Virginia, ®9p. 57.

31 Ibid., p. 57.

32 Jeanne B. Elliott, 'A Lady to the End: The Cafsksabel Vane'Victorian Studied9.3 (March
1976): 329-344 (p. 331).

33 William Makepeace Thackerayanity Fair: A Novel without a Her(New York: Harper, 1848),
p. 83.

34 Ibid., p. 84.

35 Laurence Talairach-Vielmasloulding the Female Body in Victorian Fairy TalasdaSensation
Novels(Burlington, VT: Ashgate, 2007) p. 135.
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Even an upwardly-mobile middle-class wife such asbBra Hare feels pressure to
play a role, although it may be less overt. Barbsirso concerned with maintaining
an appearance of wealth and status and appearibg ® model of middle-class
womanhood that she is overly concerned with expendress, remains wary of her
servants, and believes she must keep her childrendéstance. Both Barbara and
Isabel feel that they must maintain composure amdrol their display of feeling in
order to play their parts convincingly.

As might be expected of a domestic melodrafast Lynn&s heroine does
indulge in emotional outbursts, but they are moiteroexpressed internally than
externally; part of Isabel's acting skill is seanhier ability to repress emotion. The
moment that Isabel chooses to return to East Lyasa governess, she decides that
'her own feelings, let them be wrung as they wosldhuld not prove the obstacle'.
Dan Bivona suggests that ‘[e]motional control' likabel's ‘can only be achieved in
the moment in which the actor directs herself agest the moment in which she acts
out her emotions while critically regarding therorfr a spectator's distanéelsabel
does this when her son William is dying, as sheamoplates 'the dreadful misery of
the retrospect' and the novel describes how 'jifrg nails of her hands had, before
now, entered the palms, with the sharp pain it gindJ...] there, as she knelt, her
head lying on the counterpane, came the recollectidhat first illness of hers'

(p. 587). But, as Cvetkovitch asserts, 'playingpghthetic woman is not the same as
being the pathetic womaii' Armadalés Lydia Gwilt, for example, plays the pathetic
woman in order to deflect suspicion from herselfe sasks for Mr. Bashwood to
support her, claiming, 'My little stock of couraigequite exhausted' as '[tlhe woman
who had tyrannized over Mr. Bashwood' disappears ‘@ timid, shrinking,
interesting creature filled the fair skin and tréaabon the symmetrical limbs of Miss
Gwilt'.** While Isabel may have less guile than Gwilt, whaipracticed con artist,
she still is able to maintain her performance. ésdtequently feels anguished about
her role as governess, but she never drops heuisiesgand her true identity is only
discovered by her former maid, Joyce, when Isabk¢wes there is a fire and leaves
her room without her tinted glasses.

Isabel's ability to act identifies her as the heeoin the sensation mode. As
Elizabeth Gruner notes, 'proper' Victorian heroioften 'prove their virtue by failing

36 Ellen WoodEast LynngOxford: Oxford University Press, 2008) p. 398.tRer page
references will be given parenthetically in thett&eferences to the earlier serial version orrothe
adaptations will be indicated.

37 Dan Bivona 'The House in the Child and the Didather in the House: Sensational Problems
of Victorian "Household" Managemenijneteenth-Century Contex&0.2 (June 2008), 109-125
(p- 116)

38 Cvetkovitch, p. 98.

39 Wilkie Collins,Armadale(Oxford: Oxford University Press, 1989), p. 370rther page
references will be given parenthetically in thettex
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as actresse¥.A typical Victorian courtship plot concludes whtre heroine 'must
cast off one role—usually that of daughter or éligiyoung thing—for another—
usually that of wife, although sometimes (in thsecaf the transgressive heroine)
mother or mistress', since she must 'be one thmhg fshe] must not act roles, but
embody thent! As Helena Michie describes, the sensation novedihe embraces
acting:

Sensation novels abound with women who disguissstorm, and replicate
themselves, who diffuse their identities [...] In tbases of Lady Audley and
Isabel Vane this duplicity, this multiplicity of etity, is explicitly marked by

the text as criminal; it is the job of the readed/ar the detective figure of each
novel to sort through the multiple identities ofdrby each heroine, to work
against her self-reproduction, and to close theehaith a woman confined to

a single identity, a single name, and a singleggtain both cases, the gratfe.

The criminal nature of acting does require 'punishtnfor the transgressive heroine
of the sensation novel, but for the majority of tegt, acting also offers her power.
While the heroine olady Audley's Secras punished by society for her social
pretensions, Lady Isabel dies of natural causessaable to achieve closure with her
family before her death. Other sensation heroines play roles, like Lydia Gwilt,
Magdalen Vanstone, and Margaret Wilmot, are allow@depent and attempt to
redeem themselves.

Despite their social transgressions and criminats,adhese heroines,
particularly Isabel, appear to be designed as wttgd sources of reader empathy by
their novels' end. Although Isabel is initially pested as a fallen wife and mother,
she redeems herself through renewed devotion tachittren and even rekindled
passion for her husband. Isabel and her pathetlality to fully reclaim her roles as
wife and mother evoked more sympathy from conteigocritics than her rival
does. As Margaret Oliphant put it in her 1863 rewi&Vhen [Isabel] returns to her
former home under the guise of the poor goverrikese is not a reader who does not
feel disposed to turn her virtuous successor todtha, and reinstate the suffering
heroine, to the glorious confusion of all moratityA critic for the Saturday Review
similarly opined, 'Although, at the close of th@rgt the whole of the attorney's
affections are most properly concentrated on kisdiwife, the reader is not sorry to

40 Elizabeth Rose Gruner, 'Plotting the Mother:oiae Norton, Helen Huntingdon, and Isabel
Vane',Tulsa Studies in Women's Literaturé.2 (Autumn 1997): 303-325 (p. 303).

41 1bid., p. 303.

42 Helena MichieSororophobiaDifferences Among Womé@xford: Oxford University Press,
1992) p. 59.

43 Margaret Oliphant, 'Noveldlackwood's Magazinéyugust 1863, p. 170.
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be permitted to have a slight preference for thaddene? The London Quarterly
Revieweven worried that Lady Isabel's likability mightdermine readers' sense of
morality:

East Lynnas one of the most powerful, but one, also, ofrtiast mischievous,
books of the day. Throughout an exciting, thoughyvuesprobable story, our
sympathies are excited on behalf of one who hasayed the most sacred trust
man can repose in woman. All that the union of begarank, talent, and
misfortune can do to create a prejudice in favduhe criminal is done, while
the sense of the enormity of her crime is greatiieebled by the unamiable
light in which her husband is presentéd.

Surprisingly, some modern critics have suggestatl ithEast Lynne Barbara
Hare is intended as the primary source of reademtiication. Both Barbara and
Isabel fit the description the text offers of itspected reader as a 'Lady—wife—
mother'; the primary difference between them ig tfaclass (p. 283). Deborah
Wynne suggests that the hoodwinking of the aristociord Vane by the middle
class Carlyle, or the triumph of Barbara Hare ovady Isabel, 'may have had an
appeal for the 'solid' middle-class readershigneNew Monthly Magaziné® Jeanne
Elliott describes Wood's audience as likely consisof 'the wives and daughters of
the newly prosperous and upwardly mobile mercantésses’, much like Barbdfa.
In addition, Lyn Pykett notes that some critics rsag the author herself as more like
Barbara, citing the novel's 'straining for gentilitas evidence of Wood's own social
insecurities as the daughter of a glove manufacttirélowever, Barbara shows
herself to be a petty woman and a jealous wifeutinout the novel, and she fails to
show maternal affection for her stepchildren. Whgabel may be an actress, the
poverty, humiliation, deformity, and physical andaional suffering she endures are
quite real, while Barbara's life remains 'relatywebrefree?® Unlike the downfall of
the murderer and fellow adulterer Sir Frances Lavjisvhose sentence of hard labour
prompts the narrator to jeer: 'Where would his diads and his perfumed
handkerchiefs and his white hands be then?' Isafal’ from grace invites reader
sympathy and understanding. Her first fall may hwneé retribution for her sins, but
her second fall is a self-designed martyrdom. Tékteb analogue to Levison would
be Afy, the maid who has lofty aspirations of sbclambing.

44 'Reviews', p. 187.

45 'Thackeray and Modern Fictiohpndon Quarterly RevievApril and July 1864, p. 406.
46 Wynne, p. 73.

47 Elliott, p. 330.

48 Lyn Pykett,The 'Improper' Feminine: The Women's Sensation INmcethe New Woman
Writing (London: Routledge, 1992), p. 119.

49 Richard S. Albrightyriting the Past, Writing the Future: Time and Native in Sensation
Fiction (Bethlehem: Lehigh University Press, 2009), p. 201.
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Both Afy and Isabel are defined by their sexuahsgressions, Pykett says, but
their difference in class means that 'Afy is nofuieed to undergo the punitive moral,
emotional and physical suffering which is constedctor Isabel® The text suggests
that Isabel feels immediate remorse because, asbtige 'women in the higher
positions of life Lady Isabel was endowed with sredy refined delicacy, with an
innate, lively consciousness of right and wrong. @83-84). Pykett suggests that:

Afy is required to suffer less than Isabel becanfsthe presumption (heavily
underlined by the narrator) that she is less ematip and morally refined than
her social superior. Afy's fall is presented bg ttarrator as a mixture of folly
and willfulness; if the character reflects upon &igmation at all is to see it as a
career move. However, Isabel's is a fall from gradach is accompanied by
exquisite agonies of moral scrupulousness and emwtiself-torture, both of
which are presented in class terhs.

| would further suggest that the difference in slegerity of their crimes is mitigated
both by the class they are born into and the dheyg attempt to enter. Isabel's
performance as a domestic servant threatens sgawiiihin her home, but Afy's
pretensions to a higher class offers a more widehiag and dangerous threat to the
social hierarchy.

Afy's proclivity to "dress outrageously fine™ arr "disreputable™ social
pretensions are evidence, in Miss Corny's opinmn)tlhe world's being turned
upside down' (p. 382). Although Afy is hired asrédn parts maid and one part
companion’, and is not permitted 'to sit or dinghviher employer, she 'was never
backward at setting off her own consequence, [agaNe out that she was
"companion™ (p. 390). Lyn Pykett describes Afy'asstock character of Victorian
fiction [...] the saucy servant who apes her supsramd attempts to achieve her
social ambitions by sexual mearfsWhen Afy learns she will not be able to rise in
class rank through marriage as she had plannedinatehd must accept a marriage
proposal from a shop-keeper, she consoles hersdlf thhe promise of certain
outward signs of her change in financial statug'sthaving his house done up in
style, and | shall keep two good servants, and oiinimg myself but dress and
subscribe to the library. He makes plenty of mopy565). Langland outlines how
numerous manuals and tracts reveal the contempobagssion with the importance
of outward appearance, particularly dress, in dadim person's clas’ Etiquette for

50 Pykett, p. 123. Barbara too could be considéexrually transgressive", since she is in love
with another woman's husband. It is open to defbatemuch she is "punished" for this—or how
much she in turn punishes her rival's children.

51 Ibid., p. 123.

52 Ibid., p. 123.

53 Elizabeth LanglandNobody's Angels: Middle-Class Women and Domesgiclédjy in Victorian
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Ladies and Gentleme1876) warns th@ouveaux richesiever to ‘dresaboveyour
station; it is a grievous mistake and leads totgegds, besides being the proof of an
utter want of tasté®. While Afy attempts to 'marry up' by dressing abbee station
and fails, the woman who chooses to perform a sésveole defies expectations by
dressing below her station, which allows her toceed her goals without appearing
to present a threat.

Many of the freedoms allowed a servant 'perforraeg’ made possible due to
the disguising nature of the servant costume. Wjold her sister-in-law Miss Corny
and her former lady's maid Joyce see Madame Vimeganny resemblance to Isabel,
it is the clothing and accessories that Isabel svélaat conceal her true identity. A
servant is defined by her dress. This point isatrihome in Dicken®leak House
(1853), when Lady Dedlock meets with Jo disguisedher servant Hortense's
clothes. When Bucket asks Jo why he previouslydaitified Hortense as the lady
in question, he insists,

“cos that there's the wale, the bonnet, and thendoWw is her and it an't her. It
an't her hand, nor yet her rings, nor yet her wdsé that there's the wale, the
bonnet, and the gownd, and they're wore the sargewstishe worelem."®

The rings, however, set Lady Dedlock apart andaklver inexperience as an actress.
The sensational heroine with performing experiekraavs to pay minute attention to
detail in costuming. IlNo Name the former stage actress Magdalen asks her maid
Louisa to teach her how to perform a servant'sedudb she can convincingly play
the part of a parlourmaid at St. Crux. While Louwarries that the other servants
‘would find [Magdalen] out', Magdalen knows the masportant trick of
performance: 'l can stillook the parlour-maid whom Admiral Bartram wanfs.'
When Magdalen adopts the clothing of her maid,'sBeomes' the maid. Magdalen
succinctly defines the only difference betweendyland her maid thus: 'A lady is a
woman who wears a silk gown, and has a sense aweimportance' (p. 613). She
Is able to provide Louisa both necessary elemamdssaccessfully pass her off as a
lady, effectively demonstrating the ambiguity ofthoundary between ‘lady' and
'maid' (p. 613).

Sensation novels also repeatedly show how thedaggeof a servant, which
determines both the employment prospects of segidatand the possibility of their
sexual appeal, is difficult to ascertain because #0 easy to disguise. When Isabel
returns as a governess she has become disfigured;'l@ough she can't be more than

Culture (Ithaca and London: Cornell University Press, 99535.

54 Ibid., p. 35.

55 Charles Dicken®leak Hous€Oxford: Oxford University Press, 2008), p. 336.

56 Wilkie Collins,No NamegOxford: Oxford University Press, 2008), p. 618 #hasis in original
text. Further page references will be given parithlly in the text.
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thirty, her hair is grey', which is a source ofiosity for other women, who wonder at
her true age (p. 398). Mo Nameit is suggested that the housekeeper Mrs. Lecount
could 'haJve] struck some fifteen or sixteen yeaffsher real age, and [...] asserted
herself to be eight and thirty, [and] there woutd have been one man in a thousand,
or one woman in a hundred, who would have hesitatelelieve her' (p. 275).
Similarly, Mother Oldershaw ohrmadaletells Lydia Gwilt,

"The question is—not whether you were five-andtthiast birthday; we will
own the dreadful truth, and say you were—but wiregloel do look, or don't
look, your real age [...] If you will follow my adse about dressing, and use
one or two of my applications privately, | guarante put you back three years
more [...] you [will] look no more than seven-amndenty in any man's eyes
living—except, of course, when you wake anxiougha small hours of the
morning; and then, my dear, you will be old andyuglthe retirement of your
own room, and it won't matter." (p. 152)

Gwilt is thus able to play the part of a youngraaitive governess in order to seduce
Allan Armadale, her wealthy target. As texts asedse aslane Eyre(1847), My
Secret Lifg(1888) or the diaries of Hannah Cullwick might segig female servants
held a distinct sexual attraction for middle- apger-class men.

As Cullwick's diaries reveal, Arthur Munby so &ized Hannah's position as
a servant that he asked her to costume herselfparfdrm as different kinds of
domestics or labourers, even blackening her bodyctoeve the necessary look her
roles would require. As Elizabeth Langland des&ilig ‘[T]he dirtiness that was
initially only the consequence of her labour qujckkcame a staged performari¢e.'
After she married Munby, Hannah additionally 'pemfed' as a lady, complete with
the appropriate costume: 'a felt hat & plume ofk®teathers to wear, & a vell, & a
new brooch to pin my shawl with & a newsaterproof cloak’, but she is relieved to
return to her own clothing, 'my dirty cotton fro€kapron & my cap', afterwards.
The simple dress of the servant retains the sameak@ppeal for gentlemen in
sensation novels. INo Name Magdalen dresses as a servant in 'a lavenderecblo
stuff-gown [...] a white muslin apron, and a neattetoap and collar, with ribbons to
match the gown' (p. 621). Her employer the Adnmkestps an all-female servant staff
and 'insists on youth and good looks' in his maldaying any more practical
gualifications for the job to the discretion of meuse-keeper (p. 609). The text
explicitly states how enticing Magdalen is to hexster in her 'servant's costume':

57 Elizabeth LanglandNobody's Angels: Middle-Class Women and Domesgiclédyy in Victorian
Culture (Ithaca and London: Cornell University Press, 1995216.

58 Hannah CullwickThe Diaries of Hannah Cullwick, Victorian Maidseniged. by Liz Stanley
(New Brunswick, New Jersey: Rutgers University Brd984), p. 266.
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in this simple dress, to the eyes of all men, man-drapers, at once the most
modest and the most alluring that a woman can wkarsad changes which
mental suffering had wrought in her beauty almasagbeared from view. In
the evening costume of a lady, with her bosom uecmy, with her figure
armed, rather than dressed, in unpliable silk Atiniral might have passed her
by without notice in his own drawing-room. In thgeaing costume of a
servant, no admirer of beauty could have lookedheat once and not have
turned again to look at her for the second timeéSgd.).

Similarly, in Armadale the text suggests that Lydia Gwilt's appeal iireber 'subtle
mixture of the voluptuous and the modest whichthefmany attractive extremes that
meet in women, is in a man's eyes the most irfekasif all' (p. 367).

While the actress recognizes the paradoxical athfiigain dress, members of
the rising merchant class, like Barbara Hare, tryrtimic what they imagine the
wealthy should wear. Barbara is greatly concernild f&shion, as evidenced by the
initial synechdocal description of her as she appea the street: 'A pink parasol
came first, a pink bonnet and feather came beljradgrey brocaded dress and white
gloves' (p. 64). While all of 'West Lynne seemsth@noutdressing the Lady Isabel’,
Isabel knows the allure of modest garb (p. 65)bBeax observes that even as Lady
Vane, Isabel ™has no silks, and no feathers, amdamything!"—in short, "'She's
plainer that anybody in the church!™ (p. 65). Whsabel trades her modest dress for
the even plainer costume of a servant, she istaldergely avoid the gaze of others
and gain access to her former home to watch hetbamas and children
surreptitiously.

Jeanne Fahnestock suggests fadt Lynnas uniqgue among ‘bigamy novels'
for the intensity of its voyeurism, particularly ang its servant characters.
Servants cannot be policed in the same way thatpgbbce their own employers, a
fact that many enterprising characters are abtartoto their advantage. Afy admits
to 'listen[ing] at keyholes', and Wilson ‘carr[ie®} a prying system in Mrs. Hare's
house' (pp. 333, 180). As Magdalen affirmsNo Name '[s]ervants' tongues and
servants' letters [...] are oftener occupied withrtheasters and mistresses than their
masters and mistresses suppose' (p. 609). Brianubka®'s article points to this
proliferation of servant surveillance in the noasla means of keeping the members
of the household in check: 'At the end of the largh of the law, we find the
servant's hand® Because of their own devotion to voyeurism, thevaas are
convinced that the meddling Miss Corny must reapte and 'listen' in the same
way, but the text assures us, 'in that, they didrjestice’ (p. 347).

59 Jeanne Fahnestock, 'Bigamy: The Rise and FallGdnvention'Nineteenth-Century Fictign
36.1 (1981), 47-71 (p. 54).

60 Brian W. McCuskey, 'The Kitchen Police: Sen@atveillance and Middle-Class
TransgressionVictorian Literature and Cultur¢2000), 359-375.
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When Isabel acts as a governess, she becomes@rwerything in the home;
as E. Ann Kaplan notes, 'she becomes the voyeearisséible to look and grieve, but
unable to have the gaze of recognition blaze backe She and Barbara have
effectively switched places, since Barbara oncesgdangingly Carlyle during his
marriage to Isabel, and now Isabel must witnessniasried life with her former
rival. T. A. Palmer's theatrical adaptation of timvel emphasizes the particular pain
Isabel's gaze causes her. She laments:

My sin was great, but my punishment has beengsslater. Think what torture
it has been—what it has been for me to bear, limnthe same house with—
with—your wife; seeing your love for her—love th@ice wasnine Oh, think
what agony to watch dear Willie, and see him fadiag by day, and not be
able to say "he is my child as well as youts!"

There are also limitations and rules that Isabedtnfnilow as a subordinate member
of the household. Although as a governess at Basid, she is still 'regarded as [a]
gentlewom[a]n’, Isabel faces a lack of free actessbjects in her former home (p.
401). In the novel, Isabel glances 'with a yeardouk' inside her old dressing-room
at 'the little ornaments on the large dressingetad$ they used to be her time; and
the cut glass of crystal essence-bottles' (p. 4811¢. has lost the right to hold or even
safely look at these objects, but she has tradéat ithe right to see and touch her
husband and children.

In her introduction to the Oxford edition BAst LynngElisabeth Jay describes
the novel as suggesting that:

[tihe greatest threat posed by the governess tdleidass families was not, as
Charlotte Bronté's novdlane Eyremight lead us to suppose, an illicit romance
with the master [...] but the danger of hiring a womahose class pedigree
and moral qualifications for superintending childrgvere not what they
seemed?

Although Isabel's role as governess does allowalceess to her children on false
pretences (which will be discussed later), it canabgued that it also rekindles and
even deepens her love for her 'master' Carlyldnodiigh she does not have a physical
relationship with Carlyle as Madame Vine, even whiving in the house under his

61 E. Ann. KaplanMotherhood and Representation: The Mother in PopGlalture and
Melodrama(London and New York: Routledge, 1992), p. 83.

62 T. A. PalmerEast Lynne: A Domestic Drama in a Prologue and Facits(London: Samuel
French, 1875), IV.2.

63 Elisabeth Jay, 'IntroductioEast LynngOxford: Oxford University Press, 2008) vii-xxxip{.
XXX-XXXI).
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new wife the text states that '[Isabel], poor thialyvays regarded Mr Carlyle asr
husband' (p. 591). At the endBast Lynnelsabel tells Carlyle, 'l never loved you so
passionately as | have done since | lost you' {5).6After Isabel admits that she
returned in disguise to be with him as much aschédren, Carlyle tenderly touches
her hair and nearly kisses her, a scene that rided with tantalizing suspense in
the New Monthly Magazine serial version otast Lynne'What was he about to do?
Lower and lower bent he his head, until his breeghrly mingled with hers. To kiss
her? He best knew. But, suddenly, his face grewwvild a scarlet flush, and he lifted
it again.** The sentence containing the word 'kiss' was dilfeten this scene in the
first edition, although the intentions behind Chaly aborted gesture remain clear.
Moments later, as Isabel ‘clung to his arm' afi@diher face, in its sad yearning Mr.
Carlyle laid her tenderly down again, and suffenedlips to rest upon hers' (p. 617).
In response to her final words, ‘farewell, untgreity [...] Farewell, my once dear
husband!" he replies, 'Until eternity' (p. 617)sHvords suggest that Isabel may
realise her ‘one great hope [that they] shall ragain [...] and live together for ever
and ever' (p. 617).

When Carlyle reveals to Barbara that his formerevhBs been living with
them in disguise and his new wife plaintively agksabel's presence 'has [...] taken
[his] love from [her]', he reassures her with al&ss intimate gesture: 'He took her
hands in one of his, he put the other round hestvaid held her there, before him,
never speaking, only looking gravely into her fgpe'623). He also does not directly
answer her question, and the novel's narrative camtamy, 'Who could look at its
sincere truthfulness, at the sweet expressionslips, and doubt him? Not Barbara',
Is less than definitive. Surely the reader who joas'witnessed' the heart-wrenching
scene between the two former spouses is not sdy eessured. Barbara might
maintain her status as Carlyle's wife, but Isabsliees that Barbara will never usurp
the role of mother to Isabel's children.

Ellen Bayuk Rosenman's article describes how, lmpimeng a servant, Isabel
suffers in order to achieve intimacy with her cheld and suggests that 'Isabel's new
role reveals the class-specific constraints on matemotion implicit in the Angel in
the House® As a parvenu, Barbara feels she must subscribe lyhol social
expectations of her, so she strives to embody whatimagines a wealthy mother
should be, showing a reserved love at a distandeerMéhe first hires Isabel as
governess, Barbara explains her beliefs about mutbd. She claims that

“too many mothers pursue a mistaken system in theagement of their
family [...] They are never happy but when they aféhwheir children: they

64 Ellen Wood, 'East Lynne: Part the Twenty-Fifitle New Monthly Magazin&eptember 1861,
p. 45.

65 Ellen Bayuk Rosenman, "Mimic Sorrows": Masoahi&snd the Gendering of Pain in Victorian
Melodrama'Studies in the Nové&5.1 (Spring 2003), 22-43 (p. 29).
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must be in the nursery; or, the children in theading-room. They wash them,
dress them, feed them; rendering themselves slavesthe nurse's office a
sinecure" (p. 406).

Isabel is a willing 'slave’, then, by being closeher children and tending to their
needs. Rosenman sees this as means of 'fling[iffigkthe constraints' of this
unfulfilling model for middle-class motherho&4.

Early in the novel, Isabel pleads to take her chiidto the seaside with her,
insisting, 'l will get well all the sooner for hang them with me', but her sister-in-law
Miss Corny will not allow it (p. 201). At this padinsabel is still recognized as their
mother and as an upper-class woman, so it is soatesunprising that Miss Corny's
reasons for refusal are the stresses associatéd mothering children and the
expense of transporting them, which Miss Corny eweplies could 'ruin' Carlyle
financially (p. 200). As Rosenman points out, Iddbeon learns to control herself
and accede to the commands of Cornelia and heordoate of her first steps toward
becoming an actress through the performance of ission®’

Andrew Maunder suggests that '[i]t is only by cohing (as far as she is ever
able to) the 'impulsive' and 'lower' instincts daking on the middle-class virtues of
'labour and self-sacrifice' that Isabel herself banreunited with her children' since
'Wood seems to suggest that successful and rewgamttthering is only for the more
deserving members of humani§’However, | believe the text more clearly suggests
that motherhood is not bound by class, but thadgoothers are united across class
lines by maternal feeling: 'Let the mother, be shduchess, or be she an apple-
woman at a stand, be separated for awhile fronfittierchildren; lether answer how
she yearns for them' (p. 390, italics original).rit@aly Isabel adopts the positive
middle-class virtues Maunder identifies, but Bagbatare, the text's example of a
middle-class mother, hardly demonstrates thesatmgsaherself. Early in the novel,
Wilson, the most prescient of the servants, hopas 'hothing happen|[s]' to Lady
Isabel, since '[Barbara] would not make a very lstepmother, for it is certain that
where the first wife had been hated, her childrem'wwbe loved' (p. 179). When
Isabel is presumed dead and separated from hafrehjlshe anguishes about her
children: 'Would they be trained to goodness, taaliy, to religion?' (p. 390). The
report she receives from Afy confirms her fearsy &finks Barbara does not 'hajve]
much to do with them', and Isabel realizes 'shedimihdoned them to be trained by
strangers' (pp. 395, 390). Anxieties about a 'gidnraising a child in lieu of its
natural mother were common at the tinidie English Schoolroor(1865) harshly

66 Ibid., p. 29.

67 Ibid., p. 28.

68 Andrew Maunder, "Stepchildren of NaturEast Lynneand the Spectre of Female Degeneracy,
1860-1861"Victorian Crime, Madness, and Sensatied. by Andrew Maunder (Burlington, VT:
Ashgate, 2004), pp. 59-72 (pp. 67-68).
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condemns mothers who allow their children to becatkd by a governess: 'The
mistake once made will be repented for ever, acdraviction will haunt her, when
too late, that she had far better have done her twuthe full, and subject to any
inconvenience [...] rather than have given over Hé&spang to the strangef. To
right this wrong, Isabel returns in the guise ddteanger to ensure her children are
properly cared for.

As Ann Cvetkovitch suggests, 'Whenever a sociablpra is dramatized
through the sensational figure of a mother separitam her child, melodrama is
producing not just tears but social policy’, whishundoubtedly the case Bast
Lynne™ In The Domestic RevolutipnTheresa McBride makes a case for the
decreased demand for servants toward the end oiribeenth century being a result
of 'a growing intimacy within the middle-class fayniand to a wish to be closer to,
and provide better care for, one's childrér8miles'Self-Helpeven gives a nod to the
importance of good parenting in shaping a childtsire success: "The characters of
parents are thus constantly repeated in their @nidand the acts of affection,
discipline, industry, and self-control, which thegily exemplify, live and act when
all else which may have been learned through tlehasa long been forgottefd.'
Barbara, however, leaves this duty to a woman wisbm believes to be a mere
governess: in Tayleure's play, she tells the dssglisabel, 'l trust you may be able to
instill such principles into the mind of the littigrl, as shall keep her from a like fate
[to her mother]® The irony that Barbara would trust a strangentivinder an alias
to teach the children morality would not have b&est on the audience. The play's
sympathetic depiction of Isabel upholds the ideat ttegardless of her sins, the
children's mother will have their best intereshaéart.

Servants could also be perceived as dangerousnitigries who appropriate
children's affections that should be reserved gdiet their own parenté. Ellen
Wood's biographyemorials of Mrs Woo{1894), written by her son Charles, seems
to show the validity of this fear. Charles Woodaéses a beloved French nurse who
cared for him and Wood's other children as '[a}jhfai, self-sacrificing, duty-
fulfilling woman, [for whom] neither time nor infinities would have separated her
from her beloved masters and charge#h what is ostensibly a biography of his

69 Anthony F. Thompsoiihe English Schoolroom; or, Thoughts on Privatdidnj Practical and
SuggestivéLondon: Sampson Low, 1865), p. 24.

70 Cvetkovitch, p. 127.

71 Theresa McBridélhe Domestic Revolutidhondon: Croom Helm, 1981), p. 67.

72 Smiles, p. 294.

73 Clifton TayleureEast Lynne, A drama in five acts, adapted frormitneelEast Lynne written
by Mrs. Henry Woaodn British Plays of the Nineteenth Century: An Antlggito lllustrate the
Evolution of the Dramgaed. by J. O. Bailey (New York: Odyssey Press6)9pp. 306-27 (IV.1).
74 McBride, p. 67.

75 Charles W. Woodylemorials of Mrs. Henry Wood,_ondon: Richard Bentley and Son, 1894),
p. 56. Further page references will be given paedidally in the text.
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mother, Wood devotes an entire chapter to thisenuvtost tellingly, he opines 'Her
charges had always bebar children and those yet living are so still' (p. 56; italic
original).

One incident in particular suggests that this nunsg have been a model for
Isabel or the servant character€mst LynneEllen Wood's first daughter, Ellen, fell
il with scarlet fever, and, as Charles Wood ddssiit:

The doctors treated her according to the fashiothefday. They first starved
her almost to death, and, then she was sinking éxmaustion, ordered leeches
to be applied to the throat. The nurse cried tonhaster in agonies of grief, "do
not allow it. If leeches are used, the child wik.d know it from experience."
But she was powerless. The leeches were appliedijttle throat closed up,
and the child died (pp. 51-2).

East Lynnecontains very similar scenarios of servants 'kmgwhiest' even though
their advice remains unheeded. The servant Wilsowgs that, through her previous
experience tending those with consumption, she pasdict the trajectory of
William's illness more accurately than the doctmrg80)7°

When Isabel was still recognized as an aristoardtheer father was dying, the
doctors who attended him concealed the worst otamlition from her, and even
Carlyle would 'soften down the actual facts', whiofuriated her (p. 87). As a
governess, Isabel ensures that she is with theodmsbre frequently than either
Barbara or Carlyle are and is thus best able to heastraightforward medical
opinions (p. 442). When the doctor speaks to Garlye neglects to reveal the worst.
As Wilson says, 'if he saw the child's breath gang before his face, and knew that
the next moment would be his last, he'd vow to lughat he was good for twelve
hours to come' (pp. 579-80). Although the docttis Milliam's ‘'new mother' Barbara
that William ‘'will outgrow' his cough, causing h& dismiss it by suggesting,
‘perhaps a crumb went the wrong way', Isabel is ediately able to identify
William's condition as consumption (pp. 408, 418)her capacity as servant, Isabel
Is able to 'make [her child's] health [her] carenight and day' (p. 422). She is able
to treat her son with cream, since she says shg] 'kmown cream to do a vast deal of
good in a case like William's', and believes 'nttdsemedicine can be given', even
though at that point Carlyle is still relying oretboctor's mistaken opinions (p. 442).

Isabel is also the only person present with Williashen he finally dies.
Although this is a scene of protracted anguishl$abel, it also provides closure.
When her father was dying, Isabel was denied tgbktio see him, despite her
repeated entreaties, precisely because she isaefeand a family member. As her
father dies in the next room, she accuses Catlyls,cruel, so to treat me [...] When

76 Later, only the maid Joyce recognizes that Isaliying; in response, Barbara declares the
servant to be "a simpleton" (611).
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your father was dying, were you kept away from hi(p?87). He responds, '‘My dear
young lady—a hardy, callous man may go where yoy mad' and when she exposes
the flaw in his rationale, pointing out that Caelyls neither hardy nor callous, he
avers that he 'spoke of man's general nature7(p Bentually, Carlyle explains that

the truth is that '[her father's] symptoms aregamful’, and if she 'were [...] to go in,

in defiance of advice, [she] would regret it akfhafter life' (p. 87).

As the governess Madame Vine, however, she istablbe part of William's
death in a way she could not have been as Isabgll€aAlthough she famously
mourns that 'not even at that last hour [...] dared say [to William], | am your
mother', it is precisely because sh@as perceived as his mother that she can be the
one alone with him at his deathbed (p. 586). TPAImer's play milks further pathos
from this scene with the famous line, 'Oh, Wilimy child! dead, dead, dead! and he
never knew me, never called me motherowever, in John Oxenford's adaptation,
William rewards Isabel's efforts by seeing throingin disguise at the last minute and
calling her 'Mamma' once before he dieslowever, after she has revealed her true
identity, Isabel dies from grief, her seemingly tradictory roles of mother, wife,
lady, actress, and governess cannot survive pulseclonciled in one body for long.

Charles Wood describes a similar scenario occumihgn Ellen Wood's own
daughter died and was attended by the French nurse:

The faithful nurse was almost equally stricken tfaes child's father]. She was
one of those strong and determined characters wisb nave their own way in

everything: the under nurses had to obey her elosly and word—even the

mother's authority in the nursery was quite a séapnconsideration. But she
was as tenacious in her affections as she wasgstrocharacter. None but
herself was allowed to perform the last sad offmethe pure and beautiful

little creature who had gone to a better world. WMher own bare hands she
placed her in her little coffin, watched over ight and day until the little body

was consigned to the earth and hidden away frontaineyes for ever (p. 52).

In East Lynne William's death signals the end of Isabel's penBince as Madame
Vine, and she removes her disguise (p. 588). NinarBach sees ‘'Isabel's eulogy [as]
less a eulogy for her son than for her own lostg'olor more specifically, as | would
suggest, the only role she chose for herdelf.

77 Palmer, 1.3

78 John Oxenford, 'East Lynne',The Golden Age of Melodrama: Twelve Nineteenth@gnt
Melodramased. by Michael Kilgarriff (London: Wolfe Publishg Limited, 1974), pp. 278-306
(1n.3).

79 Nina Auerbach, 'Before the Curtaifthe Cambridge Companion to Victorian and Edwardian
Theatre ed. by Kerry Powell (Cambridge: Cambridge UP,808 14 (p. 12).Here Auerbach refers
to the same death scene in T. A. Palmer's 1874 s&gion.
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Memorials of Mrs Woodlescribes how, shortly after Wood was married, her
husband suggested that they visit the monastermder&hartreuse together. The
surprised Wood responds, 'But | thought women weoé admitted over the
threshold? What Open Sesame would unbar the doonmse®?' (p. 124). The 'Open
Sesame' solution her husband devises is to disyME®d as a monk so that she
might tour the monastery and not arouse suspidgaiel Vane and other sensation
heroines stage their own means of 'Open Sesanessatw the middle-class home by
adopting the similarly unobtrusive disguise of avaat. While characters like Lydia
Gwilt or Magdalen Vanstone use the role of serwauatitempts to illicitly gain wealth
and revenge, Isabel more subtly subverts the skaem. By choosing to perform a
climb down the social ladder she is able to expl@ss for her children as a mother
and feel passion as a wife to Carlyle in ways mesily denied her as Lady Vane.
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‘THE USUAL PALM TREE" LOVERS IN THE CONSERVATORY O N THE
LATE VICTORIAN STAGE

Anjna Chouhan
(School of English, University of Leicester)

Abstract

In the late nineteenth century, urban gardens, spakd conservatories had become
fashionable as well as culturally and socially asdgle. Creating pockets of nature within
towns fused the spheres of countryside and cityonie location.

The escapism inherent in nature is a commemé¢hin literature and art, as well as the
theatre. Because the countryside within drama ditections as an escapist location, the
late-Victorian penchant for faux or urban naturegmbimportant questions for dramatists of
the period. The dramatic paradigm of escape tg#storal and return to the town, notable
in Shakespearean plays suchfaslidsummer Night's Drearand As You Like [|thinges
around the idea that identity can be establishetthéyct of travelling.

However, the fascination with urban gardens @ntservatories challenged conceptions
of territorial shifts as integral to the processseff-discovery. It was, therefore, within the
realm of the urban conservatory that the late egrmilaywrights Arthur Wing Pinero and
Oscar Wilde subverted the traditional theatricabtpeal escape. In Pinero's far@ée
Schoolmistres¢1886), and Wilde's society comedy Ideal Husbanq1895), rather than
retreating to the countryside, characters retirthéopalm trees in the conservatory to find
escape and, more importantly, lovers.

This paper is an exploration of how these wlights used the domesticated
conservatory to negotiate the concepts of escapeetarn. By addressing the image of the
conservatory as a late Victorian substitute forghstoral escape, and probing the construct
of the off-stage space, this article ultimatelyumg that romantic escapism, particularly
within the parameters of the stage, does not naagBssequire travel to a rural or idyllic
location. Rather, the whole construct of the draer@édstoral escape for lovers hinges not so
much on 'usual’, physical territory as the idearafginary experience.

Northrop Frye's twentieth-century paradigm of tlastpral or countryside setting in
drama established a discourse within which to aggrahe 'green world' or place
where 'the comic resolution is attained and the ctsirns with it to their former
world'! Frye used Shakespeare's comediesAikdidsummer Night's Dream arfbs
You Like If with their respective dream and golden-world aipieres, to
demonstrate how physical movement to woods andt®feyond social order allows
‘normal’ or town rules to be temporarily suspenged41). Experiences of inversion,
saturnalia and festival are wound into the 'greeridg’ of these plays, meaning that
individuals subjected to their influences undergaofiday or dream-like experience
which furnishes them with sufficient insight anchtidence to return to their homes

1 Northrop FryeA Natural Perspective: The Development of Shakespaadt®medy and
RomancgNew York: Columbia University Press, 1965), p114
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and combat the very things from which they sougleape. The point, of course, was
that a shift to a 'green world" was often integuithin Elizabethan comedy to the
linear trajectory towards self-discovery and regsofu

Anticipating Frye's dramatic paradigm of territbrescape to a 'green world'
and return to a homeland in Shakespeare's draroeridin literary scholars such as
Charles Knight (1791-1873) and the Anglo-Irish Edivdbowden (1843-1913),
agreed on the power and significance of natureinviinakespeare's comedies. In the
1840s, in what Frye would later call 'green wodtima, Charles Knight suggested
that the plots unfold 'till the illusions disappeand the lovers are hapgyMuch later
than Knight, in 1875, Dowden observed that thesgshinge around ‘the woodland
scene [...] possessed of a flora and fauna that ifloum spite of physical
geographers'.Whether it was Dowden's concept of self-sufficieature, or Knight's
focus on lovers at the centre of Shakespeare'snphsiomedies, these attitudes are
indicative of a Victorian trend in approaching feestoral plays: that is that the action
occurs within a natural idyll, and keeps going lotrers are united. To echiavelfth
Night'sFeste, 'journeys end in lovers meeting'.

As well as the relationship between nature andrtimeantic plot, Victorian
dramatists like Oscar Wilde and Arthur Wing Pinappropriated the journey of self-
discovery through exposure to nature into theie-ntury dramatic worlds. For
instance, in Pinero's fardde Amazon§l895), a piece that Pinero himself described
as 'mainly sylvan', three tomboy sisters escaphddorest in order to discover their
femininity and, of course, to encounter loveSimilarly, the transfer from urban to
rural surroundings as a pretext for a simultaneshif$ of personality is demonstrated
by Wilde in a comedy from the same ye&@ine Importance of Being Earng4i895).

In this play, the name and personae of the proiagalohn Worthing, are dependent
on his geographical location. But what can thisytaic fusion of self-development,

nature and romance reveal about late Victorianttealro answer this question, it is
necessary to turn to the nineteenth-century glasstauction: the conservatory.

This paper argues that the conservatory can beagearromantic, imaginative
space like the mystical pastoral realms of Shalkagfedrama. This study uses two
late century playsThe Schoolmistres§l886) andAn Ideal Husband1895), as a
means of entering the Victorian world of the glasste in order to question the
concept of the conservatory as a territory for pecand, most significantly,
imagination. First, Arthur Wing Pinero (1855-1934), London born actor and

2 Charles KnightStudies of Shakespeare: Forming a Companion Votaraeery Edition of the
Text(Montana: Kessinger Publishing, 2004), p. 213.

3 Edward DowdenShakespeare: A Critical Study of His Mind and @dndon: Henry S. King &
Co., 1875), p. 80.

4 William Shakespeare, "Twelfth Night' (2.3.42he Oxford Shakespead®mplete Workseds.
Stanley Wells and Gary Taylor (Oxford: Oxford Urisiy Press, 1988), pp. 691-714.

5 Arthur Wing PineroThe Collected Letters of Sir Arthur Wing Pineeal. J. P. Wearing
(Minneapolis: University of Minnesota Press, 197#)139.
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playwright best known for his comedies, wrote thecé The Schoolmistresshich
was first performed in 1886 at the Court Theat@don. The play was the second in
a series of five comedies which became known asr&m 'Court Farce®'Despite
being described as 'a fragile thing' by the man&dgeustin Daly Pinero Lettersp.
90), the play was a success, albeit short-lived¢oBdly, just under a decade later
than Pinero'sSchoolmistressOscar Wilde's society comedin Ideal Husband
opened in early January of 1895 at the Haymarketing its opening week, the
theatrical papefThe Eradismissed the drama as a 'deep and bitter disappent”’
Nevertheless, the play has stood the test of tiraging been adapted for the screen
on at least three occasions in the twentieth cgnasr well as having its most recent
stage revival at the London Vaudeville in 2010. iBSthoolmistressand Husband
subvert preconceptions, such as that of Charleg{niabout comic plots being
driven by pairs of lovers, and involve peripheraliples who, after the fashion of the
travellers in Shakespeare's 'green worlds', see&pes not through a geographical
shift to the rural space, but by the establishnwna faux countryside within the
urban territory in the form of an off-stage consaovy.

In order to understand the conceptual significaotéhe conservatory, it is
necessary to begin with the Victorian literary net in nature. George Levine has
discussed the notion of the ‘landscape’ in Victofietion as a fusion of the 'sublime’
and 'mundane’. Levine traces the Victorian Reab$i@eorge Eliot and John Ruskin,
arguing that ‘for Ruskin, as for the Realist nastslieverywhere, the quotidian, the
merely human, must fill up the space of the sublfir®y imbuing the mundane with
an inherently 'sublime' experience, Levine suggtsts Victorian writers and artists
drew upon traditional conceptions of an idyllicsfmaal world that R. L. Patten has
recently defined as having 'sunshine, birds, bkie green fields, vitality, beauty,
happiness, and peaceAll of these 'ingredients’ (p. 154), as Pattemtethem, are
part of what Andrew Griffin has called the Victaridghirsty yearning' for landscapes:
a yearning that is 'touched by nostaldiaThis provides a tidy segue to the concept
of 'nostalgia’ which Ann C. Colley has defined asambination of melancholy,
longing and recollectiolf. Colley challenges the senseusfulfilment suggested by

6 Jeffrey Hubermar,ate Victorian FarcgMichigan: U.M.l. Research Press, 1986), p. 91.

7 'An ldeal HusbandThe Era 5 January 1895. April 201fvww.galegroup.com

8 George Levine, 'High and Low: Ruskin and the Nist®&, Nature and the Victorian Imagination
eds. U. C. Knoepflmacher and G. B. Tennyson (Catiéo University of California Press, 1977),
pp. 137-52; 149.

9 Robert L. Patten, ™A Surprising TransformatioDickens and the HearttNature and the
Victorian Imaginationeds. U. C. Knoepflmacher and G. B. Tennyson (Qatiéo University of
California Press, 1977), pp. 153-70; 154.

10 Andrew Giriffin, 'The Interior Garden and Johoa&t Mill', Nature and the Victorian
Imagination eds. U. C. Knoepflmacher and G. B. Tennyson (Qatigo University of California
Press, 1977), pp. 171-86; 171.

11 Ann C. ColleyNostalgia and Recollection in Victorian Cultufidampshire: Palgrave, 1998).
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these terms by discussing Victorian literature hsas Elizabeth Gaskellidorth and
South(1855), that draws on sentimentalised concepiidran arcadian past' in order
to impress upon readers the significance and desnahthe present (pp. 76-7). This
circles back to Levine's observation that Victorfemion and art drew longing for a
lost 'pastoral’ world into everyday ‘'mundane’ aigtiv

Nevertheless, 'recollection' and 'longing' for a-lapsarian arcadia, however
'naive' (Colley, p. 77), is decidedly regressiveairculture that admired the social
reformer Samuel Smiles' (1812-1904) ethos of selp’, and Charles Darwin's
(1809-1882) model of survival and progress. In réaims, Patten's pastoral
'ingredients’ provided an idealised escape fromdaland industry associated with
city life. Thus the countryside became an increggipopular working-class holiday
retreat’® From the mid-nineteenth century, high levels ofpliyment and the
development of friendly societies encouraged angpeulture amongst working-class
families. Samuel Smiles argued that ‘honest earamdjthe frugal use of money',
together with 'prudence and self-denial' offer temtil better days come arount!'.
Given the dedication involved in saving money, tiajiing in the countryside proved
that individuals could elevate themselves, thdinagions and futures through self-
help. In other words, progress or self-improvenvesis necessary in order to realise a
nostalgic dream of the 'pastoral'.

Ideas of renewing influences within rural atmospewere arguably fuelled
by Darwin's theory of natural selection (1859). Tirealing' or reviving elements of
the countryside could be likened to the power withature to adapt or 'select' species
for survival. Nature, by Darwin's logic, transfornmglividuals into physiologically
and mentally adept beings. But this progressivdéuamice conflicted with the
connotations of nature as a pre-lapsarian idylihdf need for rural escape pertains to
nostalgic desires for a pre-industrial, agrariaopig, how could it signify an
evolutionary, teleological movement towards pertet? Michael Waters has offered
a solution to this seeming paradox by claiming tWettorian gardens and rural
recreations were 'visionary and forward-lookingheatthan nostalgic genuflections to
the myth of a Golden Age', and that it was pregighis ‘forward' ideology that
underpinned the 'thirst' for natufe.

Assuming that nostalgia, the 'sublime' and ‘'murtlare reconcilable concepts,
what happens when the essential 'ingredients’ efptistoral world are missing or
unattainable? It is here that the ‘imaginationbdinees paramount. In his essay on the
Victorian suburb, Walter L. Creese suggests thatthe urban landscape where a
‘Wordsworthian' escape is desirable but unfeaspulelic gardens were designed to

12 Incidentally, the sea-side did become a pofhdéday destination. See John K. Walton, 'The
Demand for Working-Class Seaside Holidays in VietoiEngland'The Economitlistory Review
34 (May, 1981), pp. 249-65.

13 Samuel Smileself Help(London: John Murray, 1905), p. 295.

14 Michael WatersThe Garden in Victorian LiteraturgAldershot: Scholar Press, 1988), p. 218.
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provide ‘a maximum variety of spacial experiena#hwees planted in such a way as
to obscure the view of the ugly suburban world5@). In short, nature was brought
into the city and suburbs in much the same wayttiatsublime' was introduced into
the everyday world in literature. Public gardensravepaces in which various

fantasies (nostalgia and the pastoral) combinddrto an imaginary retreat within an

urban environment. The imagination, Creese sugggate writers, artists, architects
and landscapers the potential to bring togethensegy disparate worlds: the urban
and the rural, and reality and nostalgic fantasy.

With respect to the depiction of the garden inrdéitare, Waters has observed
that 'when used as a pastoral metaphor, "gardavitably defines the country as
something to look upon and enjoy rather than aseiung from which to derive a
living' (p. 185). Gardens, in this way, transcenddsuggestion of urban and rural
labour, becoming realms in which observers andigyaaints could indulge in the
aesthetic quality of nature. Because of agricultirardship and the labourer's
subjection to economical fluctuations, gardens bmeceniniature, idealised and, most
importantly, controllable recreations of rural |sndpes. The artistic and entirely
manageable patch of land provided an alternativevtb@at Oscar Wilde called
‘'uncomfortable’ nature in which 'grass is hard lantpy and damp?®

The fusion of 'pastoral’ fantasy or imagination aaality, in literature, drama,
poetry, art, parks and gardens: in short, the Yiato world in general, was
encapsulated nowhere more fittingly than in thegenaf the Victorian conservatory.
It is this domesticated form of nature preservedenra glass roof that offers a unique
insight into late-Victorian dramatic engagementthwine 'green world' paradigm and
the romance plot. By focusing on the non-preserfcthe conservatories on stage,
this paper draws on Bert O. States' theory of tlestphenomenology' whereby the
complex realm of the 'stage' calls upon actors andiences to offer up their
collective imaginations, giving 'meaning' to sigei§ like props and sets, and
incorporating the boundaries between on- and affestspaces into the imaginary
dramatised world® By playing on audience conceptions of the 'paBtoeacape,
conservatory, expectations of comedy and willingnessuspend belief in favour of
‘phenomenology’, this paper argues that PineroVditde, within the paradigm of
drama and the equally artistic parameters of thesexwatory, were consciously
experimenting with the notion of imaginary spaces.

The conservatory

The fusion of urban and rural landscapes into aasticated, fantasy territory, in the

15 Oscar Wilde, 'The Decay of Lyin®litz Editions: The Works of Oscar Wil{esicester:
Bookmark Limited, 1990), pp. 909-31; 9.

16 See Bert O. StateGreat Reckonings in Little Rooms: The Phenomenadddyeatre(London:
University of California Press, 1985).
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shape of parks and gardens, offers important canakgroundwork for the study of
Victorian dramatic conservatories. Michael Watersd,amore recently, Isobel
Armstrong have both observed the significance efdbnservatory within Victorian
literature. Armstrong notes that the conservatsrgfien a place of romantic 'licence’
which, through its proximity to the home, operaiasdialogue' with the domestic
space’ Similarly, Waters proposes that conservatoriegimagn Victorian fiction,
appear 'within the here-and-now world of the peggd classes' where ‘lovers find
privacy, and experience a sense of being in anr-ethdd environment' (p. 270).
According to Waters, conservatories 'captured thgo¥an imagination’, because
while gardens involved 'uncomfortable’ nature, amttontrollable climates, the
conservatory had manageable ‘airiness and profuarmh darkness and luminosity'
(ibid.).

Together with ideas about domesticated nature @ndonduciveness towards
wooing, in Armstrong's study of Victorian conservads there is a clear 'imaginative’
theme that comes to the fore. Under a grand glas§ with rigid temperature
control, seasons could be artificially created, tloevn house and city itself
transported into rural and even exotic worlds, socio-economic reality temporarily
broken down in public glasshouses where everyomparsof an organic community
united by nature. The whole idea, Armstrong suggesiade the glasshouse 'an
exercise in imagining another time' (p. 180).

Although ideas of imagination, nostalgia and roneaalt echo through these
discourses on the fictional Victorian conservataojlective focus on the glasshouse
does not extend to the off-stage experiences ofactexs within plays in the
performative context of the theatre. What, if amygp does the 'imagined' space of
the conservatory bring to the study of late ninetleeentury drama? In order to
answer this question, the following sections exanWilde's and Pinero's uses of the
conservatory as a romantic territory, a site olpscand a marginal, imaginary zone
where peripheral characters and plots can thritleout interrupting the main action
of the drama

Romantic spaces

Like Waters' notion of privacy for lovers withirtdrature,The SchoolmistresandAn
Ideal Husband present the conservatory as a designated spoto¥@ making.
Beginning with Schoolmistressthe first mention of a conservatory is by the
schoolgirl Dinah Rankling, who claims that 'Regthgbroposed to me in the
conservatory [...] then we went into the drawing roamd told Mamma®® The

17 Isobel Armstrongyictorian Glassworlds: Glass Culture and the Imagion 1830-1880
(Oxford: Oxford University Press, 2008), p. 182.

18 Arthur Wing Pinero, 'The Schoolmistregdaysby A. W. Pinerped. George Rowell
(Cambridge: Cambridge University Press, 1986),17p74; 21.
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conservatory is, here, a space for romance, négtsgia shift to the more practical,
social territory of the drawing room within the fsauin order to engage with the real
world. Conversely, in the third act, a differentupte move from the drawing room
into the conservatory. The character Mallory quesj 'is the conservatory heated?'
to which Peggy replies, 'l don't mind if it isnWhereupon they both exit through
glass doors (pp. 61-2). They re-emerge much lalEmvwallory announces, 'while
looking at the plants in the conservatory, | becaemgaged to Miss (Peggy)
Hesslerigge' (p. 71). The heat, plants and altematmosphere of the conservatory
seem to render it a conventional love-making tenyitProposal occurs very matter-
of-factly in the conservatory 'while looking at tipdants'. So conventional is the
conservatory that characters treat it as a tacficagmatic arrangement rather than a
liberating retreat.

After a similar fashion, irAn Ideal Husbandthe conservatory is another off-
stage space in which characters engage in flintafibe dandyish figure Lord Goring
encounters a former fiancée, Mrs Cheveley, whardahat their engagement ended
because he 'saw, or said (he) saw, poor old Lordldke trying to have a violent
flirtation with me (Mrs Cheveley) in the conservataat Tenby”® But the chief
conservatory related incident iHusbandrelates to Lord Goring's current love
interest, Mabel Chiltern. After having received sogmsal from Goring, Mabel
instructs him to enter the conservatory and firel '#fecond palm tree on the left' or
'the usual palm tree' (p. 253). She also confesdsdsGoring's proposal ‘'makes the
second today" 'it is one of Tommy's days for pedpg. He always proposes on
Tuesdays and Thursdays, during the season' (p. Z6@)audience is led to assume
that the 'usual palm tree' is the place where tfregeient proposals occur.

Like Schoolmistressthe would-be romantic experience is compresseal an
pre-meditated, practical affair. Mabel precludesy ammmantic spontaneity by
providing her suitor with strict instructions abobits proposal. Similarly, Mrs
Cheveley's 'violent flirtation' or deviation fronrgpriety is thwarted by Goring's
intrusion into the conservatory at Tenby. As Rusd&tkson has pointed out, Wilde
included a longer exchange concerning Tenby betw&mmg and Mrs Cheveley in
his initial draft of the play. Goring was to makeetobservation 'you had not quite
realised that conservatories have glass walls. @reyot like boudoirs. They are not
so convenient' (p. 333). The transparent wallfieraparadoxically, draw attention to
the false nature of the liberty or licence attrduitto the literary and dramatic
conservatory. Despite the omission of this obseymain the play itself, Goring's
discovery of the clandestine affair, coupled witlaldI's clear wooing instructions,
all contribute to the overwhelming sense aaintrol encapsulated by the heated,
transparent and law-abiding glasshouse.

19 Oscar Wilde, 'An Ideal Husbandiyo Society Comedies: A Woman of no ImportanceAand
Ideal Husbandeds. lan Small and Russell Jackgdew York: W.W Norton & Company Inc.,
1983) pp. 121-270; 233.
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Here, it is worth noting Wilde's claim in his es§dye Decay of Lyin@¢l891):

Out of doors, in nature, one becomes abstract angdersonal, one's
individuality absolutely leaves one [...] if natureach been comfortable,
mankind would never have invented architecture, bpdefer houses to the
open air. (p. 909)

The confined and paradoxically unnatural naturéleed, in this way, is a space in
which identity can be retained and controlled, eatthan expanded and challenged.
So, far from being a zone of spontaneous romart@nte where rules are broken
down, Mabel perceives the transparent conservasrya 'usual’, designated and
navigable space where rules are to be observed.

Escape

If nature is 'unnatural’, how can the characterd their 'pastoral’ escape? Given the
lack of liberty within the glass walls of the consory, the supposedly subversive
experience of the 'green world' becomes limited.FAancois Laroque has argued,
‘alternation, contrast and reversal are the bamicepts that are always inseparable
from the phenomenon of festivity' within the playlsShakespear®. This allows for
the rejection of the order associated with whaekglled 'irrational society' (p. 141).
Plunging into Bakhtinian carnivalesque or satuaralanarchy, though not of the
bodily kind, was something that could be exploreithiw the genre of Victorian
farce.

Thus Pinero emulated the mysterious experiencéibaty and subversion in
Shakespeare's woods within the confines of AdmRahkling's home inThe
SchoolmistressThe schoolgirls and their headmistress Miss Dwidtthe close of the
play's second act, become homeless. Their coledermnt down by the pyromaniac
serving boy Tyler, forcing them to seek refugehia home of Dinah Rankling's strict
and unforgiving father. The scene in this homenistled ‘Nightmare' and occurs in
the darkness. The characters cannot sleep so tlieymtb the drawing room, one by
one, triggering a farcical series of events. Thdsgnust hide themselves from
Admiral Rankling on several occasions, togethemwitinah's clandestine fiancé
Reginald, who has been barred from the house. Ghaut this scene there are
characters hiding from and chasing one anothewedisas lovers attempting to find
solitude in the conservatory. Time is suspended,tercing the characters to exist in
a preternatural world between night and day. Tipeaged calls for daylight amplify
the sense of lost time: 'you didn't meet any daylign the stairs did you?', 'there
wasn't any daylight in your room when you came dowas there?', ‘are we never

20 Francois Laroqu&hakespeare's Festive Wo(ldambridge: Cambridge University Press,
1991), p. 235.
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going to have any more daylight?' and 'oh willevar be daylight?' (pp. 56-62). The
characters are stuck in a kind of limbo, each ogvhe sanity and security of
morning and, therefore, the rediscovery of timeudhhe confusion of the scene
coupled with the atmosphere of mystery createchbydarkness offer to replicate the
experiences in the Shakespearean 'green worldinwitte confines of an urban
townhouse.

It is important to be aware that the 'Nightmareng unfoldsoutsideof the
conservatory. Turning to the plot, during the Cimnisgs holiday, the girls at Volumnia
College abandon their regimental routines whileirtreehoolmistress is away,
culminating their frivolities at the moment of thecineration of their school. One
example of their saturnalian experience is a fdaat takes place during an illicit
wedding party thrown for Dinah Rankling. Once tlob@lmistress is out of sight,
the qirls become careless with expenditure and Igeduhemselves with food.
Practical finances such as rent, fire insuranceveages are spent on ‘oysters and a
paté de foie grds'lobster salad', 'lark pudding’, ‘champagrextstand confectionery'
and 'a wedding cake' (pp. 36-7). Emily Allen hasergly observed that the wedding
cake was a 'symbol of social standing', noting thghal cakes were produced ‘for
ocular not oral consumptioft'.Indeed, Pinero's wedding cake is never consumed,
and nothing of the other victuals is even touchgdhle characters around the dinner
table. This on-stagaonfeasting expresses a desire for unfettered aniditanf
supplies of food without regard for availabilitydabudgets, and places the action
within a subversive realm where the rules of evayy@économically bound existence
have no place. By the time the girls reach thehi@re' scene, therefore, the sense
of lawlessness has been well established.

While the anarchy within and preceding Pinero'giiinare’ brings thkack of
mystery in the conservatory to the fore, Wilde sedm have subverted the entire
notion of the festive, saturnalian experienceHunsband Having entered to meet
Mabel under their palm tree, Goring 'returns frdme tonservatory looking very
pleased with himself and with an entirely new buoittole that someone has made for
him' (p. 259). Earlier in the play, Goring makesmgo comic and essentially
nonsensical remarks about the importance of butiesh concluding with the
ridiculous request, 'for the future a more tridattonhole [...] on Thursday evenings'
(p. 214). That a flower can be trivial, age-enhagadr even, as i Woman of No
Importance (1893), 'as beautiful as the seven deadly sirsibaies to nature
inappropriate, potentially impossible qualiti®sGoring, then, emerges from the
‘'usual' dramatic 'green world' brandishing a pieceature as an aesthetic garment.

21 Emily Allen, 'Culinary Exhibition: Victorian Weting Cakes and Royal Spectacléttorian
StudiesA5 (Autumn, 2003), pp. 457-84; 65, 77.

22 Oscar Wilde, 'AWoman of No ImportancBio Society Comedies: A Woman of No Importance
and An Ideal Husbanakds. lan Small and Russell Jackson (New York: VIi@fton & Company

Inc., 1983), pp. 11-129; 28.
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The traditional sense of mystery or anticipationwtbgreen worlds' like the Forest of
Arden, for instance, is parodied by Wilde througbri@g's reaction to Mabel's
invitation to the conservatory: 'second on the?lefind her rather flippant response
delivered 'with a look of mock surprise’: 'yes, timial palm tree' (p. 253). Just as
Goring's pre-escapist experience seems underwhglmontoo does his emergence
from the conservatory make him predictablyfait with the 'green world' experience.
As well as incorporating nature in a sartorial asoey, when conversing with his
father, Goring unconsciously refers to the conderyaas 'the usual palm tree' (p.
262). So, whereas the 'usual palm tree' was antalligible euphemism for the
conservatory before his visit, it is readily adaptmto his discourse upon his
emergence.

Wilde, it seems, refused to engage with the detdilexperience within the
mock ‘pastoral’ realm, reducing romantic symbold gestures to comic banter and
commonplace locations. Assimilators of Wilde's emigs delight in listing witty
truisms about love and romance, and indeed Wildasic phrases coalesce in his
depictions of actual lovers' unions within his deanin The Importance of Being
Earnest for instance, Algernon claims that 'the very asse of romance is
uncertainty®® Marriage, on the other hand (according to Mrs @hey inHusband
Is categorised as a 'settlement’ (p. 222). Therigeth concepts of ‘uncertainty’ and
'settlement’ reflect Wilde's equally disparate migbns of romance and marriage; and
it is these opposites that he brings togetherenrtbmantic' but ritual wooing ground
of the conservatory with its navigable layout argidty controlled climate. Just as
matrimony is a 'settlement’, so too does the romaxperience become localised
and organised: in short, it is categoricallyomantic.

In both plays, the 'sublime' escapist experiencedussed comically with the
'mundane’ worlds of townhouses and their adjointegservatories. In fact, the
conservatories are accessed via doors that leadjtdtrinto them, narrowing the
distance between the natural and urban spherefof@amoving to the 'green world',
the alternative territory is brought to the urbam what Shakespeare terms, 'the
working-day world'?* The proximity of the romantic glasshouse to thembo
domesticates what ought to be a character-chafigngreen world'. By their very
natures as conservatories, rather than woods,tfoogseven gardens, these spaces
inhibit the escapist, character-developing expegsraround which the 'green world'
paradigm hinges. It is not, in other words, in temservatories — the designated
‘green world' space — that anything approachingrsalia takes place in these plays
because the glasshouse's 'pastoral’ significamress® be entirely imaginary.

23 Oscar Wilde, 'The Importance of Being Earn&éitz Editions: The Works of Oscar Wilde
(Leicester: Bookmark Limited, 1990), pp. 321-69; 23

24 William Shakespeare, 'As You Like It' (1.3.1Phe Oxford Shakespead®mmplete Workseds.
Stanley Wells and Gary Taylor (Oxford: Oxford Unisky Press, 1988), pp. 627-52.
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Peripheral plots and spaces

Shifting farcical and seemingly lawless activitiago the urban territory outside of

the designated escapist space seems to defy akpgband, ultimately, purpose of the
‘green world'. If the lovers choose to retreat tuasi-pastoral ground, why opt for
the conservatory? As well as its inherently parachd»status as domestic, organised
house of nature and the exotic, the conservatostsean the boundary between the
in- and outsides: in other words, it occupies agheral territory.

On the subject of the 'peripheral’, it is necessarturn to the love plot. An
article in the weekly theatrical pap&he Era from the end of 1881, suggested that
‘few plays, if any, fail when they possess reaklowverest' and that 'if love proved of
so much value to the Elizabethan playwright, whasimt not be for the Victorian
playwright?® Given the supposed indispensability of romancéniwitomedy, it is
fascinating that the love plot has been shiftedbbth Pinero and Wilde away from
the 'reality’ of the performance space. Beforeitigrio performance theory to expand
on this business of relocating plots, it is viakréturn to the plays in question.

Romance, within these comedies, is entirely seaynalasupplementary to the
plots. A significant indicator of Pinero's and Wild respective successes in demoting
romantic interest can be found in reviews of eaupireal production. In newspapers
as socially and culturally diverse as the weeKlye Erg the cheaperPenny
lllustrated, the high-browMorning Postand the dailyPall Mall Gazette a common
complaint about both plays was the superfluity le# final acts and, crucially, the
lovers' unions. For instance, of Pinero's fafeall Mall claimed 'if the author will
only cut two pieces of dialogue out of the last[act The Schoolmistressill not be
far from the cleverest and best-acted farce fooadgmany years®. Similarly, of
Husband The Morning Posttomplained that the last act is full of 'disjomhtand
ineffective incidents’ Together with these concerns about the closinges;ethe
romantic unions occurring in the conservatories eweonsidered unnecessary by
reviewers. ThePall Mall suggested that the wooing between Goring and Miabel
Husbandhas 'nothing whatever to do with the developmérhe play® A similar
sentiment was expressed earlier e Erain relation toSchoolmistresen which
Peggy and Mallory's wooing was dismissed as 'afbidve making?®

But the 'bit of love making' in each play seemshwve been consciously
incidental. In Pinero's initial manuscript fdhe Schoolmistressthe play concluded

25 'Love DramasThe Era 19 November 1881. June 201@vw.galegroup.com

26 'Mr Pinero's New PlayThe Pall Mall Gazette30 March 1886. April 2011.
www.galegroup.com

27 'Haymarket TheatreThe Morning Post4, January 1895. April 201fvww.galegroup.com
28'The TheatreThe Pall Mall Gazette4 January 1895. April 201fvww.galegroup.com
29'The London Theatre§he Era 3 April 1886. April 2011www.galegroup.com
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with Mallory's proposal to Pegd¥.Pinero himself considered Peggy — played by the
actress Miss Norreys — to biné hit of the piece' Rinero Letters p. 86). It is
surprising, then, that the final version banistes tharacter's marriage proposal to
the conservatory, and the play closes not withpifespect of matrimony, but rather
with the promise of a new career for the titulah@@mistress, Miss Dyott. By
shifting the focus away from the love plot at tHese of the play, Pinero clearly
privileges the practical, real world over the rotnargreen world'.

This prioritising can also be distinguished Am Ideal Husbandwhen Lord
Goring coaxes his father, Lord Caversham, intodbeservatory to woo his fiancée
on his behalf with the request, 'just go in hemreafatnoment, father, third palm tree to
the left, the usual palm tree' (p. 262). By abamugprMabel and the conservatory,
Goring chooses the real world over the escapiseitallimited, licence of the
glasshouse. Interestingly, Goring mistakes thetiogaf the palm tree, which Mabel
specifically refers to as 'the second on the |€)f. course, this demonstrates a
dismissive attitude towards the romantic quality thfe 'nature’ within the
conservatory. Rather than wooing centre-stage,n@dactfully ushers the peripheral
characters into the confined, navigable conseryatemaining on-stage to join the
chief non-romantic plot. Curiously, in a letter rim0o1894, Wilde claimed, 'l like
comedy to be intensely modern, and | like my trggedwalk in purple and to be
remote'® The comic wooing inHusbang by this logic, becomes a 'modern’,
commonplace or 'mundane’ activity. In fact, SossHitas suggested that the play
‘criticises ideals” Though Eltis refers specifically to political anthrital 'ideals’, the
play's ‘critical' stance omnreality can easily extend to the issue of romahtether
words, just as consciousness stricken politiciantsideal husbands are imaginary, so
too is romance ‘remote' in the 'modern' world ofuridane' reality. Like
Schoolmistressthen, the climax oHusbanddoes not hinge around the union and
marriage of the lovers. The inevitable linear moeamtowards matrimony within
comedy appears to be mocked in these plays sodhainly are lovers and nature no
longer centre-stage, but they are no longer cqoitte-

If the conservatory is the single locus upon whashapist fantasies about heat,
fertility, beauty and peace are thrust, it becom@ripheral territory between reality
and the imagination. Since the stage itself exis@® temporal and spacial reality, it
seems fitting to navigate any potentially fantadtior romanticised activity away
from the 'reality’ of the performance space. Ithisre that performance theory
becomes a useful medium through which to conceptusthe off-stage conservatory
as an imagined territory.

30 See George Rowell's AppendixTioe Schoolmistrespp. 73-4.

31 Oscar WildeThe Complete Letters of Oscar Wiléels. Merlin Holland and Rupert Hart
(London: Fourth Estate Limited, 2000), p. 626.

32 Sos EltisRevising Wilde: Society and Submission in the Ré&y3scar WildgOxford:
Clarendon Press, 1996), p. 148.
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Taking Schoolmistressas an example, Peggy and Mallory leave the drawing
room in order to pursue their flirtation in theyacy of the conservatory. By denying
the audience access to this space, Peggy and Walleroffered a period of privacy.
But the characters' experiences in this conseryatepend on the audience's ability
to extend belief in their existence and activitagay from the visible performance
area. As Jeffrey Huberman has noted, 'reportedagetc'accounts for nearly all of
the play's knockabout' (p. 97). Indeed, this isdage throughout the drama, but with
respect to the conservatory, upon opening the mdgidoor, one character reports
seeing 'two persons under a palm tree' (p. 22)affical reported action and dramatic
irony, coupled with the act of moving on and ofé tetage, all raise questions about
the concept of physical, territorial escapism.

Performance theory, then, offers a way of appraarkie issue of on- and off-
stage movement. The dramatic and literary the@et O. States categorised the
theatre as a phenomenological experience in wisigms', defined as actors and
props, ‘achieve their vitality [...] not simply bygsifying the world, but by beingf
it' (p. 20). Because of this theatrical occurremtere the performed is, marginally at
least, 'real’, the stage as a territory in its omght becomes another kind of
phenomenon. States observes that:

Theatre is the paradigmatic place for the displathe drama of presence and
absence; for theatre produces [...] its effect pedgishrough a deliberate

collaboration between its frontside ("on" stagefl @s backside ("off" stage)

whereby anticipation is created through acts ofagrte and exit (the recoil of
the world beyond), and finally between the frongsidusion (character and

scene) and the backside reality (the actor, theamstage brace that "props"
up the illusion)*?

In other words, the entire experience of observoggformance hinges on self-
deception and the illusion that the stage spacésiswn reality, its own world.
Reconciling the front- and back-sides with the sibin of the stage evokes the
‘dialogue’ that Armstrong argues is present betvikerconservatory and the home.
Crossing the thresholds between both worlds depaends act of faith or, ultimately,
imagination.

It is possible to liken this enigmatical theatritdiblogue' between 'presence
and absence' on and off the stage, to nineteemtitvgeassumptions about travel
between town and country. Since the country wasyaWwam over-populated
industrial areas, it was immediately associatedh Wwitalth and wellbeing. In 1898,
the town-planning enthusiast Sir Ebenezer HowaB85@11928) argued that while
towns were valuable for the establishment of comitias) 'the country is the symbol

33 Bert O. States, 'The Phenomenological Attit@igical Theory and Performanceds. Janelle
G. Reinelt and Joseph R. Roach (U.S.A: Univerditylizhigan Press, 2007), pp. 26-36; 28.
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of God's love and care for man [...] its beauty spination]...] it is the source of all
health'3* It follows that travelling between the town anduntryside was a
simultaneous accumulation of experience, wellb&nd a widening of ideological
spheres.

This idea that physical and mental identity careb®blished through the act
of territorial shifting evokes Salman Rushdie's ntieth-century theories of
migration as integral to artistic productivity. Fukse claims that the process of being
uprooted through travel enables individuals to tlgvea 'fractured consciousness'
which provides 'new angles at which to enter rgdfitThis, incidentally, seems to
echo Wilde's image of a stable personality beingaaged or 'lost' in the act of
travelling out of doors. Perhaps more pertinerthtissue of self-discovery through
urban and rural travel or 'migration’, is Rushdietncept of the homeland as
‘imaginary’ and, ultimately, independent of phykitarritory and geographical
location (p. 10).

Rushdie's conception of the imaginary ‘'land’ iguably, a helpful way of
approaching the problem of the off-stage glasshéwskvers. Despite the signifiers
of escape: the trees and plants that audiencesmassue contained in the
conservatory, the very fact that neither it nomidggural contents can be seen suggests
that escapism is, to some extent, imaginary anertignt not on locations or even
surroundings, but on the propensity to create aahepace within which the rules of
normality associated with town life can be decarded.

It is necessary, then, to return to the originagions posed earlier: why the
combination of romance, the conservatory and tteginary? What can the dramatic
fusion of self-development, nature and romancealeabout late Victorian theatre?
What, if anything, does the 'imagined' space ofdbmservatory bring to the study of
late nineteenth-century drama? It seems that thealimarginality of the escapist
territory in both plays implies that the convenabrramatic trope of the romantic
‘pastoral’ retreat had become a commonplace anthef the nineteenth century. The
temperate, contrived and domestic conservatorydamagéure in much the same way
that audience expectation of comic linear plots k&ipped love making of its
'romance’ and spontaneity. The self-consciousitjutdf the love plots in both
Pinero's and Wilde's comedies draws attentiondgcetjually superfluous construction
of the expensive, aesthetic glasshouse, and so dmiktructs, romance and the
conservatory, become peripheral. The only way jectran element of real romance,
however ironic, back into this 'mundane' wooingaif was to shift the entire episode
and its 'green world' surrounding to an imaginemyisible territory: the off-stage.

34 Ebenezer Howar@arden Cities of TomorrolLondon: Faber and Faber Ltd., 1946), p. 48.
35 Salman Rushdiégmaginary Homelands: Essays and Critici4#®881-1991(London: Granta
Books, 1992), p. 12.
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Conclusion

When transferred onto a stage signifying a townaarsl travel betweehresholds
rather than geographically and ideologically disparterritories, the uprooting,
challenges, and regeneration of characters thatildhoccur through movement
between town and country enter this microcosmic ldvaf on- and off-stage
movement. In an age when transport between town cawetry could be made
frequently with ease, the rural haven, to some ekegwas losing its novelty and,
more importantly, in its very accessibility, wasvdel of social exclusivity. It was, it
seems, within the domain of upper and middle alsban gardens and conservatories
that escape could be, not necessarily found, bitaingy evoked in the same way that
drama does not transport audiences to, but ratgeifiesother worlds.

Levine's notion of drawing together the 'subliar@d 'mundane’ in Victorian art
hinges around the imagination in a similar way tat&' phenomenological theatre
where the real and unreal coalesce rather thaieoll
As Wilde argued:

Art is our spirited protest, our gallant attemptéach Nature her proper place.
As for the infinite variety of Nature, that is arpumyth. It is not to be found in
Nature herself. It resides in the imagination,ardy Decay of Lyingp. 909).

The 'myth' that nature is implicitly purifying andltimately, ideal, is asserted by the
imagination and its manifestation, art. Fashionsngerfect natural retreat under a
glass roof is arguably the quintessential aesthregponse to the tension between
reality and the fancy. It is, essentially, withimetimagination that all alternative,
escapist and even romantic experiences occur;hamnd ts no better way, both Pinero
and Wilde seem to suggest, to convey this ambigweugory of the mind than
within the equally imaginative parameters of thensparent, unnatural conservatory
that is not-quite present on the phenomenon thheistage.
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PHONOGRAPH, SHORTHAND, TYPEWRITER:
HIGH PERFORMANCE TECHNOLOGIES IN BRAM STOKER'S DRACULA

Leanne Page
(English and Film Studies, University of Alberta)

Abstract

The theoretical concept of technological perforneahas emerged only recently with the
publication of Jon McKenzieBerform or Else: From Discipline to Performanae 2001.
McKenzie develops a general theory of performaraset around the development of three
performance paradigms: cultural performance, oggditinal performance (or performance
management), and technological performance. lexasnination of the techno-performance
paradigm, he focuses primarily on late twentiettd aarly twenty-first century 'high
performance' technologies such as computers, gurdssiles and space shuttles. While he
acknowledges that the concept of performance doespply only to technologies in this
period, his analysis implicitly suggests that higérformance technologies are a unique
invention of the modern age. This essay confrontsKémzie's restriction of techno-
performance to the post-WWII period by demonstatiow technologies performed and
were seen to perform in the late nineteenth certtugugh a techno-performance reading of
Bram Stoker'sDracula (1897). The late Victorian period saw startlinghamations in
information and communication technology (suchresdverseas telegraph, the typewriter,
and the gramophone), which were marketed as higiorpgance technologies, though not
in those words. To contextualise my readindadcula, | examine contemporary Victorian
advertisements for communication technologies taatestrate how such technologies were
viewed as high performance products by Victoriaveatisers and consumers.

Technology inDracula has usually been read as a metaphor. | employ Mzks
concept of techno-performance to examine the padtve functions of technology in
Dracula that have not yet been explored by Victorianistoarship. McKenzie notes two
challenges posed by techno-performance: firstchiadlenge posed by a developer to his/her
technological product, to perform or be classifeesiobsolete; and, second, the challenge
posed by technology to its user to perform or lgamed as outmoded. | argue that Stoker's
Dracula takes up both of these challenges. Emergent témffies sometimes perform in
unexpected and potentially disruptive ways, muké the space shuttle Challenger cited by
McKenzie; at the same time, such technologies eltlgir users to perform in unexpected
and disruptive ways. This essay examines emergehhologies ibraculato highlight the
relationship between individual and technologic&rfprmance in the late nineteenth
century.

When we reflect on performance in the Victorianigesrwe are unlikely to consider
the model of technological performance. Technolalgmerformance itself is not a
particularly well known concept: it has only redgr@merged with the publication of
Jon McKenzie'sPerform or Else: From Discipline to Performanca 2001.
McKenzie develops a general theory of performaresetl around the development
of three performance paradigms: cultural perforreararganizational performance
(or performance management) and technological pedoce (or techno-
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performance). This essay will confront McKenzi@striction of techno-performance
to the post-WWII period by demonstrating how comination technologies
performed and were seen to perform in the latete@amgh century through a techno-
performance reading of Bram StokeDsacula (1897). Technology ifDracula has
usually been read as a metaphor, but | will empitmKenzie's concept of techno-
performance to examine the performative functiohseohnology inDracula that
have not yet been explored by Victorianist schaii@rsl will begin with a critique of
McKenzie's concept of techno-performance. Througkxamination of depictions of
communication technologies in late Victorian pmmedia, | will demonstrate that the
technologies we see iDracula were conceived of by the late Victorians as high
performance technologies. | will then use my expgahdversion of techno-
performance to conduct a techno-performative repdinDracula, and to examine
emergent technologies to highlight the relationstbptween individual and
technological performance and performative failunethe late nineteenth century.

In his examination of the technological performamcaechno-performance
paradigm, McKenzie focuses primarily on late twethti and early twenty-first
century high performance technologies such as ctempuguided missiles, and space
shuttles. For McKenzie, 'high performance' techgi@e explore the limits of what is
technically possible (particularly in terms of speeapacity, and efficiency), so that
what is high performance at the time of an objgamtsluction will no longer satisfy
the requirements of high performance years latdrila\he acknowledges that the
concept of high performance does not apply onlietdnologies in this period, his
analysis implicitly suggests that high performaneehnologies are a unique
invention of the modern age, particularly with ttevelopment of what he refers to as
the 'military-industrial-academic compléxConsequently, McKenzie examines the
'sense of performance used by engineers, techsjcan computer scientists' rather
than the sense of performance employed by consuanersisers of technology, and
is mostly concerned with ‘computer, electronics] sslecommunication industri€s'.
| would argue, however, that high performance tetbgies existed long before the
invention of the digital computer, the smart phomethe smart bomb. As Friedrich
A. Kittler suggests, late nineteenth-century comication technologies such as the
phonograph or the typewriter 'ushered in a techgipiog of information that, in
retrospect, paved the way for today's self-recersiveam of numbers'.

Stoker's novel depicts some of the startling intiona in information and

1 Scholars such as Carol A. Senf have examinedrhoglern science and technology fail Dracula's
protagonists so that they have to make use of of@g¢hods to stop Dracula; however, these studies
do not consider thperformativefailures of technology iDracula

2 Jon McKenziePerform or Else: From Discipline to Performan@dew York: Routledge, 2001),

p. 24.

3 McKenzie, p. 10; p. 11.

4 Friedrich A Kittler,,Gramophone, Film, Typewritetrans. by Geoffrey Winthrop-Young and
Michael Wutz (Stanford: Stanford University Pres899), p. xl.
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communication technology, such as the typewritee, gramophone, long-distance
telephone lines, and undersea telegraph cablesetharged in the late Victorian
period. Herbert Sussman argues that 'the Victoriewsd machinery' and that they
regarded the advances of new technology with 'padeniration, [and] awé'The
Victorians had a conflicted attitude towards emetgechnology, however. many
Victorians regarded the advance of increasinglgh'tperformance' technology with
apprehension, even predicting futures in which ¢aeth would be controlled or
devastated by sophisticated machines, as in H. €is¥¥/The War of the Worlds
(1898) or in the chapter titled 'Shadows of the @grRace' in George Eliot's
Impressions of Theophrastus Su¢b879). In particular, the Victorians were
concerned about the development of machines thad querform if not humanity
then something like it: as Sussman suggests, tb®nians ‘'were preoccupied with
the mechanical/organic problematic raised by thaegedented self-acting machines
of the textile mills as well as the Babbage Engimdsch transformed the meaning of
‘computer' from a human being who calculated tcaahime that think$'.In addition
to the industrial technology Sussman describes, ldbe nineteenth century saw
advancements in communication and information teldgies that resulted in the
dissemination of mass produced commodities thatewaso high performance
technologies.

This essay will focus on the three high performaecénologies featured most
prominently in Dracula and will provide a degree of historical context &ach:
shorthand, which Mina and Harker use to write theurnals and letters to each
other; the phonograph, which Dr. Steward uses # rhedical practice and the
typewriter, which Mina uses to compile various doemts into a coherent narrative.
Carol A. Senf suggests that Stoker was an enthigsiaponent of technological
advance, and that all but one of his literary wor&present optimistic views of
science and technolodyln Bram Stoker's Notes for Dracyld&Robert Eighteen-
Bisand and Elizabeth Miller document that Stokéegmnated current communication
technologies such as the phonograph and the tyi@evitom the start of the novel's
compositiort Although the author of an unsigned reviewTime Spectatomcluded
stenographic handwriting or shorthand as an exaropl¢he 'up-to-dateness' of
Dracula, shorthand was actually an ancient method of ¢rineg speech
phonetically, with early forms dating back to GregdRoman and European
Renaissance histotyWhile shorthand had existed in earlier periodbeitame much

5 Herbert Sussman, 'Machine Dreams: The Cultufiecdfinology'Victorian Literature and

Culture 28.1 (2000), 197-204 (p. 197).

6 Sussman, p. 202.

7 Carol A SenfDraculaandThe Lair of the White WornBram Stoker's Commentary on Victorian
Science'Gothic Studie®.2 (2000), 218-31.

8 Robert Eighteen-Bisand and Elizabeth Milram Stoker's Notes for Dracula: A Facsimile
Edition (London: McFarland, 2008), p. 35.

9 Bram StokerDracula (1897), ed. by Maurice Hindle (London, UK: Penguf03), p. 483;
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more prominent in the nineteenth century, whichHEButler describes as being 'the
most prolific [century] ever known in shorthand émtion® Certainly, shorthand is
represented as a nineteenth century technolo@racula: Harker describes the act
of ‘writing in my diary in shorthand' as evidenbait'lt is nineteenth century up-to-
date with a vengeance'(p. 43).

The second 'up-to-date’ technology incorporated Draculas self-reflexive
narrative is Edison's phonograph, which both reedrahd reproduced sound — unlike
Berliner's later invention, the gramophone, whiabuld only reproduce sound
recordings? Edison indicated that the phonograph could be methking dictation,
recording legal testimony, teaching languages awbrding correspondence and
even military order$? It seems likely that Stoker first encountered miyaphic
recordings while visiting Tennyson with Henry Irgim 1890, and later incorporated
the technology into his novél.There are two phonographs Dracula: the first
belongs to Dr. Steward and is used for making cdihiecords; the second belongs to
Lucy Westenra, presumably used for social and &mtenent purposes, which Dr.
Steward also employs. Jennifer Wicke suggestsDhabtewart's phonographic diary
Is 'a technologized zone of the novel, insertedl laistorical point where phonography
was not widespread'; however, Edison had inverttedbtiginal tin foil phonograph
in 1877 and the more recent wax cylinder model mlesd by Stoker irDracula was
invented in 1888? According to Eighteen-Bisang and Miller, the pieetof using
the phonograph to record clinical notations hadobex common at the time Stoker
started to write the novel, and Kittler describes Bteward's phonograph as
belonging to a category of 'recently mass produestinology?

Like the phonograph, the typewriter was a nineteeentury invention. In the
later nineteenth century, companies in EnglandnégaGermany, and the United
States competed to produce the best, most effjcimoist affordable and most
versatile machines. Mina's typewriter Dracula represents the results of such
intense competition, and its portability is reprdasd as a recent innovation: in her
journal, Mina writes 'l feel so grateful to the mamo invented the "Traveller's"
typewriter [...]. | should have felt quite astragimg the work if | had to write with a
pen' (p. 372). At the timBracula was written, the Hall typewriter proclaimed itself
to be the only portable typewriter availabledbRe 1]. Many typewriters in the late
nineteenth century made similar claims, howeverr fastance, an 1897

Steven Roger Fischek History of Writing(London: Reaktion Books, 2001), p. 310. Subsequent
references are to this edition, incorporated inbthey of the text.

10 E. H. Butler,The Story of British Shorthar{london: Sir Isaac Pitman & Sons, 1951), p. 100.
11 Kittler, p. 3.

12 Ibid, p. 78.

13 Picker, John Myictorian Soundscapg®xford: Oxford University Press, 2003), p. 125.

14 Wicke, Jennifer, "Vampiric Typewritin@racula and its Media'English Literary History 59
(1992), 467-93 (p. 470).

15 Eighteen-Bisang & Miller, p. 79; Kittler, p. 87.
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advertisement for the Hammond Typewriter descritt@sproduct as 'Strong and
Portable for Travellers' JBURE 2]. Mina's typewriter is not only portable; it itsa
capable of making multiple copies. Mina uses thanifold' function of her
typewriter to make three copies at once (p. 23@nifkbdld paper was available in the
late nineteenth century; according to Steven Fisaabon paper had been invented
before 1880!° Although it was originally intended for making Ithwritten
duplicates, manifold paper was also used to malpewiyitten copies. Mina's
typewriter thus performs multiple functions: it &tes the rapid production of printed
text, it produces multiple copies at once, and fgartable for added convenience.

"HALL" TIPEWRITER

Price, £8 8s. Waight, 7 lh.
Bize, 14 in. by Tin by D1 in,

TEE WY FORTABLE AND CONFLETE WRITINE-MACHINE
EXTANT,  WRIQUE IN IT8 SIMFLCITY.
HIGHEST AWARDS, LONDOK, LIVERFPOOL,
NEW YORK. and FHILADELPHIA.

Wnarasteed to do bebier work than may elber Type-
Wrlter,dn the waslil

TESTIMDNIAL

o Friim -1 1|: IbLl_'ﬂ'uf_l n
TYAT I '| '|':I l‘[".‘u! I'!I
live

FProspectuses, 'I':l.tlmuu.Ll.'I.l, znd all Particnlors
port-frea from

WITHERBY & CO,,
74, CORMHILL. EC. LONDOM: amD
328a, HIGH HOLBORN.

FIGURE 1.

An advertisement for the 'Hall' Typewriter in thieidtrated London
News, 1886.
(Reprinted in Whalley, Writing Implements)

16 Fischer, p. 282.
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The HAMMOND

TYPEWRITER.

Permanent Allgnment.
Interchangeable Type.
14 Langwages on One Machine.
Artistic Writlng,
Sirong and Portable for Travellers,
Any Width of Paper can be osed
Tha TYPEWRITER for the BUBIMERS OFFICE or STUDY
LEARNED [0 AN AFTERNOON.
| Catalegur, with Tk particelamy, ar wpphcation t2—
THE HAMMOND TYPEWRITER CO.,
A%, QUEEN VICTORIA 5T., LONDON, 0.C. 1

TR TR e e, PARABIRE NYREET,

FIGURE 2.

An advertisement for the Hammond Typewriter inr@trislagazine,
1897.
(British Periodicals Database)

More than simply precursors to modern high perfaroea technology,
phonographs, stenography, and typewriters themselfienctioned as high
performance technologies and were marketed asisuble late Victorian periodical
press. Late nineteenth-century typewriter adveriesgs are a case in point.
McKenzie defines 'high performance' as the edgelddt is technically possible; he
describes high performance technologies as 'higkeébpand 'high-capacity'.Late
Victorian typewriter advertisements emphasisedelssmne attributes. For instance,
advertisements for the Hall and Hammond typewrif@csured in Figures 1 and 2
styled their products as cutting-edge technologyebyphasising their portability.
Similarly, an 1896 advertisement for the Williamgéawriter in The Review of
Reviewsindicates that their typewriter has a 'capabifity speed unequalled' in
comparison with similar products (it is 'high-sp@ednd notes that the machine
‘Makes more and clearer carbon copies' than itgetitars (it is also 'high-capacity’)
[FIGURE 3]. As Christopher Keep notes in his article on tygewriter in the late
nineteenth century, the typewriter was ‘primarily sstrument of speed' — an
argument that is supported by the occurrence oéviyiting speed trials in the
1880s™®

17 McKenzie, p. 98.
18 Christopher Keep, 'Blinded by the Type: Genael laformation Technology at the Turn of the
Century',Nineteenth-Century Contex28 (2001), 149-73 (p. 150).
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Praise . . .

Ticause [t comes nearcat fo 0l0ins nll segaiee-

micnfs ol il IDEAL wriding  schiss,
ABSOLUTELY VISIBLE WRITING,
NO DIRTY AND EXPEMSIVE RIBBONM.
CAPABILITY FOR SPEED UNEQUALLED.
MAKES MORE and CLEARER CARBON COPIES.
ECONOMICAL TO MAINTAIN.
COMPACT, PORTABLE, DURABLE.

Sevd for IMustralad Dalalagos and mantion this Magazing

WILLIAMS TYPEWRITER CO. (fur Eerape;

14, NEWGATE STREET, LONDON.

FIGURE 3.

An advertisement for the Williams Typewriter in idevof Reviews, 1896.
(British Periodicals Database)

McKenzie also argues that techno-performance i®dam 'effectiveness’,
which is measured 'in terms of executability, thexhnical "carrying-out" of
prescribed tasks, successful or fibEvaluation of techno-performance is based on
performance standards, or ‘evaluative criteria ejrepon and recognized by
members of a particular community and designedeoapplicable across a wide
variety of contexts” In the late nineteenth century, the agreed upauative
criteria of typewriter performance included portépi(as demonstrated by the Hall
and Hammond typewriter advertisements), speedbdityalow cost and the ability
to make copies. For example, while the 1896 Bliskiemfer typewriter was styled as
‘an entirely new departure in Typewriter mechanish® advertisement nevertheless
participates in the standard evaluative criteriadoguing that the Blickensderfer
typewriter is 'portable, [...] speedy, durable, aiap' [FGURE 4]. As technologies
developed and innovations were made, accordingdidevizie, there was a feedback
process involving the 'ongoing comparison of préadins and performancé'. An
1890 advertisement for the Hall typewriter indicathat the machine has been
‘remodelled and improved' and is now 'practicalyfect' [RGURE 5]; similarly, an
1896 advertisement for the Densmore typewriterlehges other manufacturers to
match its own technological advances by askingmii@tecustomers if they ‘want an
up-to-date typewriter that challenges the worldptoduce its equal in modern
improvements and conveniencesiGlRE 6]. These examples suggest that late-

19 McKenzie, p. 97.
20 Ibid, p. 108.
21 McKenzie, p.107.

Viictorian Network Volume 3, Number 2 (Winter 2011)



Leanne Page 102

Victorian typewriter advertisements participatedtiie ongoing comparison process
of techno-performance. Finally, McKenzie repeateambgerves performance must be
balanced with other factors including 'cost, safatd ease of maintenan€eMany
late Victorian typewriter advertisements demonstriitat the manufacturers have
taken into account all these factors: the 1890 byakewriter is described as '‘Cheap,
Portable, [...] Easiest to learn, and Rapid as #AgurRE 5], whereas the 1896
Williams typewriter is considered to be ‘compactitable, [and] durable' [BURE 3].
While the wordperformanceadoes not actually appear in these late nineteegnlury
typewriter advertisements, it is nevertheless dleat the typewriter was marketed as
ahigh performanceechnology.

A few words about the

BLIGKENSDERFER

I bs NOT & repriduction. o Sush-ap of sny ewistiog ma-biies o whlch the
L T TEL TR
Tuls SOT wn [NPEOYEMEST oo il

Jllhnll-nhr-rtnmnh'l'w-tlhrmh I.rhu "l.lnrvltkl- i
n-hﬂ u b mmplcliy e i plies of 310 3389

A & ool of 1 sl ul.»-r'nlm Imh
L4 hHhI..M] SPEEDY, DDWH.H.I mnd € ”.'F*.LI

iplete Kerluatl, lrnhulmm | :-m- B s fall
wuraalel, asd po thu'r|“u i m Bl

£T 10 net cash.

Seud for FROMPECTUS and TESTINON TALS.

BLICKENSDERFER TYPEWRITER C0., Mewcastis-on-Tyns,

FIGUREA4.

An advertisement for the Blickensderfer TypewiitdReview of Reviews, 1896
(British Periodicals Database)

22 Ibid., p.115.
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THE NEW MODEL

HALL TYPEWRITER

FRACTICELLY PERFECT.

REMODELLED and FMPROY ED

THE BEST STANDARD TYPENCRITER I8 TH WORL

Chenp, Portabile, pn bk Rilibon, Intercharg ulile Ty
| all Lasguages, Fasiesl to learn, asd Hapld as any

Agents Wanted Everywhere
| WARRANTED AS REPRESENTED

I'tis Machine tryhode’s friend, Jv cen e m
¢ 1w Cillege or Schiol. 11
ng & moFlgage on cour houw

|
| v fnrm. Address

National Typewriter Co.,
10 Temple Place, Boston, Mass.

P. (1 Hox sesa

FIGURE 5.

An advertisement for the Hall Typewriter in Blackwde Edinburgh Magazine, 1890.
(British Periodicals Database)

THE 1895-MODEL - -

- - DENSMORE TYPEWRITER.

Do you want to save time, worry and expense?

Do you want an up-to-date
typewriter that challenges
the world to produce its
equal in modern improve-
ments and conveniences?

The new 1886-model Deans-

more is a triumph, and |,
stands to-day BEST the
world over,

A special descriptive circular in exchange for your name.

UNITED TYPEWRITER AND SUPPLIES COMPANY,
As, Dueeq_ Street, Cheapside, London, E.C.

FIGURE 6.

An advertisement for the Densmore Typewriter ingatel, 1896.
(British Periodicals Database)
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Frayling suggests that 'Late Victorian readers steimve readDraculal as
an early piece of techno-fictiofi'Given the numerous emergent technologies found
in the novel, this is hardly surprising, and yet d®am scholarly accounts of
technology inDracula tend to regard it as a metaphor for something reldeer than
seeing it as something that serves a function thadntself. Wicke reads technology
in Dracula as a representation of mass media, where massirmaptien (of texts)
parallels vampiric consumption. David Punter's gssa 'Tradition, Technology,
[and] Modernity' inDracula only briefly touches on the topic of technologgsgite
its title* For Punter, technology iBracula represents the scientific rationality of
modernity, in contrast with the unknowable and mmgafuture? Similarly, Menke
and Kittler examine technology only in terms of hibws used to defeat Dracula and
the monstrous past he represefits. would argue that technology iBracula
represents not one but both sides of Punter's parafl modernity: technology
epitomises the scientific and rational in termdtefcapacity for high performance,
but it is also disruptive and uncanny, as exengalifiby the numerous failed
performances of technology in the novel.

Reading technology as merely a symptom of modemeiggates the function
of technology in the novel to the status of settimgcontrast, a techno-performative
reading of technology recognises the greater mdhrtology plays in the novel. A
techno-performative reading allows us to foregrouhd role of technology in
literature, shifting its function from that of bagound object to central character. In
some ways, techno-performance is an anthropomaibns of technology: as
McKenzie argues, 'In studying the effects of tedbgies, engineers and other
applied scientists discuss performance in termsebfaviours [and] sensitivities [...]
which the technologies exhibit in a given cont&iThe anthropomorphisation of
technology is not unique to the twenty-first cegtuas Sussman argues, 'The sense
that machines were somehow alive grew through ithet@enth century, strengthened
by innovations in automatic machinery, especialig tdevelopment of feedback
mechanisms® Although the communication technologies | examimethis paper
does not fall into Sussman's category of 'nineteeantury [...] machines that could

23 Christopher Frayling, Preface,Bnam Stoker's Notes for Dracula: a Facsimile Editio
annotated and translated by Robert Eighteen-BiaadcElizabeth Miller (London: McFarland,
2008), pp. vii-xii (p. viii).

24 David Punter, 'Bram Stoker's Dracula: Tradititegzhnology, ModernityRPost/modern
Dracula: From Victorian Themes to Postmodern Pragid. by John S. Bak (Newcastle: Cambridge
Scholars, 2007), pp. 31-41.

25 Ibid, p. 35.

26 See Richard Menk@&elegraphic Realism: Victorian Fiction and Othefdrmation Systems
(Stanford: Stanford University Press, 2008), pat Kittler, pp. 86-87.

27 McKenzie, p. 113.

28 Herbert L. SussmakNictorian Technology: Invention, Innovation, ané tRise of the Machine
(Santa Barbara: Praeger, 2009), p. 39.
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act independently, regulate themselves, calcuteie,even, it seemed, think' because
they had to be operated by humans (typists, digatpices, or shorthand writers),
these technologies nevertheless performed in soneannily anthropomorphic
ways?®

A consideration of the challenges posed by thenmgerformative paradigm
demonstrates the central roles played by technologyate nineteenth-century
examples of 'techno-fiction' such Bsacula. McKenzie notes two challenges posed
by techno-performance: first, the challenge posed ab developer to his/her
technological product, 'Perform — or else you'rsabdxe, liable to be defunded, junk
piled, or dumped on foreign markets'; and secdmel challenge posed by technology
to its user, 'Perform — or else you're outmodediemeducated, [...] a dumm¥'An
1897 advertisement for the Empire Typewriter makes second challenge clear by
stating emphatically, 'If you with to be with thees, use a typewriter. If you wish to
lead the times, use an EmpireldBRE 7]. Readers of this advertisement who do not
use a typewriter are thus styled as behind thestirS®ker'Dracula takes up both
the techno-performative challenges outlined by MaKe. Emergent technologies
sometimes perform in unexpected and potentiallyugisve ways, much like the
space shuttle Challenger cited by McKenzie: o' 2&nuary 1986, what was
intended to be a display of the triumph of highf@enance technology with the
launch of the Challenger space shuttle becamegh [erformance disaster' caused
by 'the failure of a "high performance field joirth the right Solid Rocket Boostét'.
At the same time, high performance technologiesgebiheir users to perform in
similarly unexpected and disruptive ways. A twefitgt century example of this
phenomenon is the way in which Apple computersddarmer PC users to adjust
their computing behaviours (for instance, by rasgsthe urge to click on the right
mouse button, which does not exist on Apple mibePracula, characters are often
forced to shift from using one technology with whithey are comfortable to using
another technology that obliges them to alter tiparformances of research and
journal writing.

29 Sussman, p.49.
30 McKenzie, p. 12.
31 Ibid., p. 141.
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THE EMPIRE TYPRWRITER.

THE LEATHNG WRITING MACHINE OF THE WORLD,
Frios £19 128,
Purchase by Instalmants i dosirsd,

Il you wish to be with ibe tisei
USE A TYPEWRITER.

Il you wish to lead the Lmnea
USE AN EMPIRE.

THE EMPIEH TYFEWRITER BYNDICATH, Limited,
7 QUEEN VICTORIA STREET, LONDOMN, E.C.; and
g BT, VINCENT STREET, GLASGOW,

FIGURE 7.

An advertisement for the Empire Typewriter in S@dyrReview of Politics, Literature, Science and
Art, 1897.
(British Periodicals Database)

The challenge to technology to perform involves #waluation of that
technology according to socially or culturally aggleupon standards. IRracula,
techno-performance is evaluated according to faiter@: accuracy, efficiency,
preservation and authenticity. | will discuss tlrstfthree criteria here, and | will
return to the fourth — authenticity — later in tleissay. Characters in Stoker's novel
exhibit an obsession with accuracy throughout theeh Harker describes the action
of 'entering accurately' his experiences in a dagysoothing, and Mina attempts to
record her interview with Dr. Van Helsingerbatim (p. 44, p. 194% Harker and
Mina's association with shorthand techniques inribeel implicitly suggests that
emergent nineteenth-century communication techmedogllow for greater accuracy.
The phonograph is also seen as an instrument iaétes precision: in the first entry
of his phonographic diary, Dr. Steward notes thanithe future, he should want to
trace his patient's progresecurately’ he should incorporate his medical notes into
his phonographic journal (p. 68).In the preface to Chapter One, the reader is
informed that 'There is throughout no statememtast things wherein memory may
err, for all the records chosen are exactly conteary, given from the standpoints
and within the range of knowledge of those who m#dsm' (p. 6). InDracula,
technology makes the compilation of an infallibbcarate document possible.

The efficiency of transcription and preservatiortrahscribed materials is also
a key evaluative criterion for the technologied tiggpear irDracula. Both shorthand
and phonography are presented as efficient metlddeecording information:
shorthand is compared favourably to cursive writimghich is described as
‘cumbrous' and 'old," and Mina suggests that Daw&td's phonograph 'beats even
shorthand', assumedly because it is an even mbogeref and accurate method of
recording one's thoughts (p. 386, p. 235). In a&vidiio recording information quickly
and efficiently, shorthand prevents the unsanctiotransmission of information
because it limits access, given that most chamacterthe novel cannot read

32 ltalics in original.
33 ltalics in original.
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shorthand; however, it does not prevent the destruof the information that has
been transcribed. Early in the novel, Harker realithat his diary ‘would have been a
mystery to [Dracula] that he would not have brooke#® would have taken or
destroyed it' (p. 48). When Dracula sees the 'ggaymbols' of stenography in a
letter Harker had intended for Mina, he confirmghéa's earlier prediction and burns
the letter immediately (p. 50). Dr. Steward's phlgmaph is also intended to preserve
information: in this case, his observations conicgyrhis patient Mr. Renfield, and
later his more wide ranging journal entries; howeideacula burns the phonographic
cylinders, leaving only a copy of the typed manimcbehind. It is only the
proliferation of copies, enabled by the manifolehdtion of Mina's typewriter, that
saves information from total erasure.

To answer the second challenge of techno-perforejdhe call to performance
posed by technology to its useBracula's characters must work to keep pace with
the continual technological advancement of the I&ietorian period. New
technology requires practice, as Mina demonstratesiddition to developing her
typewriting skills, Mina practices shorthand 'vemgsiduously' (p. 62). She and
Harker write letters to each other in shorthand Harker keeps a travel journal in
shorthand to share with Mina when he returns hddmaracters that do not practise
appear 'outmoded’, as McKenzie's model of techmimypeance suggests. Senf notes
that both Van Helsing and Dracula are 'handicappgdtheir unfamiliarity with
technology, despite the fact that the former isarpnent scientist and the latter has
attempted to familiarise himself with English sddiée and customs?! Dr. Van
Helsing is not able to perform in the way the phgmaph asks, and dictates a letter as
if he were writing it on paper rather than speakirtig a phonograph: he begins with
a salutation 'This is to Jonathan Harker," procedtts only grammatically complete
and correct sentences, and ends by verbally signgigame 'Van Helsing' (pp. 335-
6).When Harker later relays this message to Mieaydads' it rather thgslaying it
for her (p. 336). This odd word choice could simpky an error on Stoker's part,
suggesting that he was conditioned by the commtiarcdechnology he used to
write the novel to perform in a certain way; orcauld be an acknowledgement that
the characters in the novel have difficulty keepupgwith the advance of technology.

Even when characters appear to be familiar witlrtelogical innovations,
emergent technologies often demand that their yserform in a manner different
from what would otherwise be customary. Dr. Stevgaghonograph diary often
contains sentence fragments and ellipses: for ebeamphen describing Mr.
Renfield's condition he states, 'Sanguine tempangmgreat physical strength;
morbidly excitable; periods of gloom ending in sofxed idea which | cannot make
out' (p. 69). Because the phonograph records sp@itbar than written language, it
inevitably asks its users to perform the act obrdmg a journal or diary differently
from how one would compose a written record. A Emlinguistic shift is evident in

34 Carol A.SenfDracula: Between Tradition and Modernigidew York: Twayne, 1998), p. 91.
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the use of telegrams. Like our twenty-first centteyt messaging technology, the
telegraph puts the price of single words at a puemiso users are asked to transmit
their messages in as few words as possible. Ircdlse of twenty-first century text
messaging, the user would be required to reworchple statement such as 'l have to
go to the store to pick up some groceries, butll vg right back' into something
much more concise such as 'Have 2 go 2 store. BRiiilarly, in Dracula,
characters reformulate their telegraphed messagebe interest of brevity: for
instance, in a telegraph to Dr. Steward, Arthurrilebod writes 'Am summoned to
see my father, who is worse. Am writing. Write nudlyf by tonight's post to Ring.
Wire me if necessary' (p. 120). Emergent technemgivhether they are the products
of the nineteenth century or the twenty-first ceptiask their users to perform
language differently.

As technologies condition their users to perfornaiocertain manner, the users
become dependent on these new technologies. WheSt&ward is treating Lucy
Westenra at her home, he uses her phonographdairkis journal entry, rather than
simply writing it down. Interestingly, he speaks lus phonographic diary as if it
were a written document. Part way through the ndwelends his diary, stating, 'If |
ever open this again, it will be to deal with diffat people and different themes' (p.
188). The verb 'opening’' suggests the opening of a lathler than a phonograph.
At the end of this entry, he states, 'l say sadly without hope, FINIS' (p. 188).This
finis' is as much a visual marker as it is a lisga marker, so it is interesting that
Stoker has Dr. Steward insert it at the end ofghisnographic journal, which is
recorded in a non-visual medium. Once character<anditioned to perform in the
manner demanded by a particular technology, these lhfficulty reverting to an
older form of communication. When travelling, Dte®art is unable to bring his
phonograph with him, and must use pen and paperadshe complains, 'How | miss
my phonograph! To write diary with a pen is irksotoeme' (p. 357). When he does
use the older technology of pen and paper, tratdseocoral style of communication
demanded by the phonograph (marked by ellipsesradnplete sentences) remain
in Dr. Steward's written diary: several of his weit diary entries begin with sentence
fragments.

In addition to outlining the challenges posed wht®logy and its users by the
techno-performance paradigm, McKenzie identifiestate high performance
technologies as metatechnologies He provides a twofold definition of
metatechnology: first, it is 'a technology usedd&sign, manufacture, and evaluate
other technologies'; and second, it is a technotbgy 'not only performs [but also]
helps produce performances of other products anttrrabs and thereby greatly
extends the domain of technological performaritetcKenzie's example of a
metatechnology is the modern computer: in additioperforming its own tasks, it is
used to 'design, manufacture, and evaluate otbnddogies'; computer technology

35 McKenzie, p. 11.
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has also been incorporated into a plethora of da#ehmnologies, from telephones to
automobiles. | would argue that earlier technolsdgenctioned in ways similar to
twenty-first century metatechnologies. While thpewriter is not used to design or
manufacture other emergent communication technedogn Dracula, it certainly
assists in the production of the performances bémtechnologies. The typewriter
functions as what McKenzie describes as a 'hypeaatied media': the typewriter is
the technology through which all other technologiesthe novel (stenography,
phonographic records, and telegraphed messagepyateced and made accessible
to the characters and to the reafleks only two of the novel's characters are able to
read shorthand, all the shorthand documents median the novel must be
processed by the typewriter to make them accessibke broader audience. This
transcription process supposedly saves time: aa Mires, ‘| am so glad | have type-
written out my own journal, so that in case [Drn\Mdelsing] asks about Lucy, | can
hand it to him; it will save much questioning' (83). Surely it would take as much
time to speak with Dr. Van Helsing as it would ypé out her journal; however, Mina
sees emergent technology as inherently efficiewenevhen it might not be. The
typewriter is also used to process Dr. Stewardmpgraphic recordings. A failing of
the phonograph is identified when Dr. Steward peslihe does not know how to
locate any particular entry in his diary, despite fact that he has been recording on
it for several months. Like stenographic recordspnographic records must be
transcribed by typewriter to make them readily asd®#e in the most efficient
manner. Another failing of the phonograph is naédr Mina listens to Dr. Steward's
recordings: as Mina informs him,

That is a wonderful machine, but it is cruelly tritetold me, in its very tones,
the anguish of your heart. [...] No one must eearlthem spoken again! See, |
have [...] copied out the words on my typewritexd @aone other need now hear
your heart beat, as | did. (p. 237)

Here, the typewriter performs the act of removihg speaker's 'soul’ from the
recorded information, a process that preparesettiéfdr wider dissemination.

As these passages suggeBtacula contains many examples of techno-
performative failures, in which communication teglugies fail to perform as asked
by their users. Considering that the performancesrergent technology are
continually evaluated and fed back into the produnctprocess, McKenzie's
observation that technology can only be perfegbaper or in one's imagination rings
true for technology in the nineteenth century adl a® technology in the twentieth
and twenty-first centurie¥. The high performance technologies of the Victorian
period emerged from a larger context of widespraazhnological invention and

36 McKenzie, p. 22.
37 lbid., p. 122.
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innovation. As Sussman points out, Victorian tedbgy 'did not exist in a fixed
form, but evolved rapidly within a culture that papted innovation®® Because
Dracula emerges within a cultural milieu in which new teotogies were not only
expected to advance but also to fail occasionallythat advancement, techno-
performative failures, both partial and total, it@lbly occur. In the case of the
phonograph, the technology available in the lateet@enth century could only
'recor[d] indiscriminately what was within the rang@f microphones [...] thereby
shift[ling] the boundaries that distinguished ndigen meaningful sound®.As we
see inDracula, the phonograph recorded sounds and meaningswibia@ never
intended to be recorded, such as the sounds ofStewart's anguished heart. In
‘Memory and Phonograph' (1880), Jean-Marie Guyguear that ‘the phonograph is
incapable of reproducing the human voice in alsitength and warmth. The voice of
the apparatus will remain shrill and cold; it hasnething perfect and abstract that
sets it aparf” In this example, the phonograph's performance fstause the sound
it produces is not as 'human' as desiredDnacula, however, the phonograph fails
because it performs a voice that is all too human.

Other techno-performative failures occur when, abhzie suggests, certain
evaluative criteria have to be sacrificed in favotiothers. InDracula, the kinds of
accessibility and legibility made possible by tlypewriter exist at the expense of
authenticity. On the last page of the novel, Hakleserves that 'in all the mass of
material of which the record is composed, therbaslly one authentic document;
nothing but a mass of type-writing' (p. 402). Purdegues that the narrative is
'validated by typewriter,' but the opposite is trbecause the typewriter is unable to
perform the bodily traces of older technologiegsahnot assert its own authenticity
or authority* Kittler argues that 'For mechanized writing todpéimized, one can no
longer dream of writing as the expression of indiinls or the trace of bodies. The
very forms, differences, and frequencies of itdelst have to be reduced to
formulas'? If we apply Kittler's notion of bodily traces the novel, we see that
handwriting, shorthand, and phonography retairesa the author's body, but these
traces are either illegible or, in the case of phenograph, too legible. While the
typewriter's performance is ‘high' in terms of kelifly, efficiency, and preservation, it
is incapable of performing authenticity.

In some ways themraculais story of failed techno-performances: stenogydphs

38 Sussman, p. 5.

39 Geoffrey Winthrop-Young, and Michal Wutz, 'Tr&aier's Introduction: Friedrich Kittler and
Media Discourse Analysis', @ramophone, Film, Typewritetrans. by Geoffrey Winthrop-Young
and Michael Wutz (Stanford: Stanford UP, 1999),ppxxxviii (p. Xxvi).

40 Jean-Marie Guyau, 'Memory and Phonograpl&ramophone, Film, Typewritetrans. by
Geoffrey Winthrop-Young and Michael Wutz (Stanfo8fanford University Press, 1999), pp. 30-33
(first publ.inRevue philosophique de la France et de I'étrarigér880), 319-22) (p. 32).

41 Punter, p. 40.

42 Kittler, p. 16.
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because it is inaccessible to readers (althoughighalso a positive attribute because
it keeps information safe from Dracula); the phaapd fails because it reproduces
not only the words of the speaker but also his sgudsed emotions; and the
typewriter fails because it cannot reproduce thdilpotraces which certify the
authenticity of the documents produced. In perfagniaccording to creator's
specifications and users' demands, emergent temgfieslalso fail to perform because
they are still participating in the feedback lodpirovention and innovation. At the
same time, emergent technologies invite perforreatailures from users who are
unaccustomed to the newness of technological mashand procedures. Using
McKenzie's concept of techno-performance to exantimeeroles and functions of
technology in Victorian literature enables us tovemaway from seeing technology as
merely background objects or symptoms of moderfiggchno-performance allows
us to see that the emergent technologies of thmNan era were caught in the same
performative bind as our modern digital technolegend were posed with the same
performative challenge, to '‘perform — or else'.
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