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Dickens and Women. By Michael Slater. 
California: Stanford University Press, 1983. 

Marlene Longenecker. OSU, Center for Women's Studies/Dept. of English 

"My father did not understand women." So 
remarked Kale Dickens, Charles Dickens' 
younger daughter. Michael Slater labors to 
convince us otherwise-4)r at least t.o 
mitigate the absolutism of Kale's judgment. 
I'm afraid I still agree with Kale, though 
Slater has assuredly provided us with a fas-
cinating analysis of why and how Dickens 
"misunderstood" women and the ways in which 
that misunderstanding affected his art as 
well as his life. Charles Dickens' attitudes 
toward women and his comprehension of female 
"nature" are phenomena of no small signifi-
cance. Aside from Shakespeare, no British 
literary artist has had such a profound 
impact on both high and popular culture, not 
only in Kngland but in America and in Western 
Kurope, and not only in the nineteenth cen-
tury but, to a great extent, in the twen-
tieth. Dickens' influence on Knglish moral 
and social attitudes as well as on English 
literary history has been, to say the least, 
prodigious. Thus this book makes a very 
important contribution to feminist studies, 
though it is not written from a feminist 
point of view and makes no particular claims 
to the incorporation of feminist perspec-
tives. 

Dickens and Women is divided into three 
parts: "Experience into Art," which details 
the biographical facla of Dickens' relations 
with real women (his mother, sister, wife, 
daughters, sisters-in-Jaw, and lovers--it is 
not at all clear that Dickens ever bad any 
actual friendships with women, which may 
parily explain why he was so confused about 
them) and the various ways in which these 
relationships were transformed into fiction; 
"The Women of the Novels," a discussion of 
the chronological development of Dickens' 
creation of female characters and his con-
cept.ion of the relations bet.ween the sexes in 
fiction; and "The Womanly Ideal," an analysis 
of Dickens' essential (and essentialist) 
ideological beliefs about the status, nature, 
and condition of women. 

To appreciate the contribution this book 
has made to our understanding not only of 
Dickens the individual literary genius but of 
Dickens the "typical" Victorian, one must. 
accept., as any feminist. critic would, 
Slater's primary assumption that. experience 

does become art--though not in the simplistic 
wayR oft.en argued by lees sophisticated bio-
graphical critics. Slater makes it clear, 
especially in his readings of texla, that in 
the complex metamorphosis of a "life" into a 
"character," all of the author's techniques 
of disguise, displacement, distance, rever-
sal, and ambivalence come into play along 
with fictive (and, in Dickens' case, the 
comic) imagination, rendering the final 
product often very little like the original 
(or combination of originals) on which it may 
be based. If all of this sounds vaguely 
psychoenalytic, it is. Slater does "analyze" 
Dickens the man as well as Dickens the art-
ist, which is one of the things that makes 
this book eo interesting. 

Just as many of Dickens' female char-
acters are described by Slater as "not eo 
much women as endlessly entertaining embodi-
ments of certain traditional masculine 
attitudes toward women" (one pauses, of 
course, t.o wonder whether the female reader 
finds them quite eo "endlessly entertain-
ing"), eo the women in Dickens' life are 
presented by Slater not so much as indiv-
iduals in their own right but in relation 
only to Dickens. They assume paradigmatic 
status as exemplars of a variety of Dickens' 
attitudes and psychological obsessions. Thus 
his mother, who committed the famous unpardon-
able Bin of forcing young Charles to work in 
the blacking factory, becomes the origin of 
both the numerous "bad mother figures" and 
the idealized "foster mothers" he wished he 
had had. Lucy, the golden girl-n;,xt.-door in 
childhood, hie sister Fanny, and Mary 
Hogarth his "saintly" sister-in-Jaw who died 
very suddenly in all her virginal purity, 
become embodiments of Dickens' "yearning t.o 
unite beloved sister and beloved sweetheart 
... in the same figure" and, perhaps more 
significantly, of Dickens' deep ambivalence 
about female sexuality itself. 

One sometimes feels, in reading this 
book, that if Dickens had not existed, Freud 
would have had t.o invent him. Il seems 
clear, for example, that the eroticism of 
Dickens' platonic relationships was more real 
to him than any genuine sexual experience and 
that. hie imagination was most deeply moved by 
the inaccessible female and the "morally 
superior" sexless love of childhood. Maria 
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Beadnell, Dickens' first "real" love, serves 
a similar function. Though in this case, 
because she reappeared in his life twenty 
years after she married someone else and no 
longer fit to be adored, his feelings were 
more ambivalent, she became something of a 
symbol of the powerful visions of frustrated 
love in Dickens' novels, the most famous and 
poignant being that between Pip and Estella 
in Great Expectations. Hie other sister-in-
law, Georgina Hogarth, who was utterly de-
voted to him to the end of his life and who 
deserted her own sister to remain with 
Dickens when the marriage broke up, became 
the prototype of the perfect domestic her-
oine, an extremely important (though ultim-
ately never very interesting) figure in 
Dickens' imagination. Though Slater reviews 
all of the evidence regarding Ellen Ternan, 
the actress for whom Dickens finally left his 
wife, and concludes that unless more comes to 
light we shall never know whether she was 
actually his mistress or, as some have 
alleged, bore him a child, it is clear that 
Dickens was very much in love with her and 
that the impact of her existence on his work 
becomes evident in "the intensity with which 
he depicts the love-passions of some of his 
later male protagonists ••• and his evident 
fascination with the themes of guilt and 
double lives." All of these women are seen 
primarily as "muses" to some aspect of 
Dickens' very complex imagination, and one 
can't heh> wondering how they all felt about 
that role. 

The only two women in Dickens' life who 
emerge as real human figures are his wife, 
Catherine, and, to a lesser extent, his 
daughter, Kate. Slater devotes two chapters 
to Catherine, primarily to correct the very 
bad press she has received from biographers 
of Dickens and also to explore as fully as 
possible the worst and most misogynist 
aspects of Dickens' egotism. Catherine bore 
ten children (and suffered two miscarriageH) 
in sixteen years. She was nearly always 
pregnant or recovering from pregnancies which 
became increasingly difficult ones; her fer-
Lilit.y became a matter which Dickens increas-
ingly seems to have regarded as her faull; 
ynt she seems lo have managed to be the 
conventional Viclorian wife: hostesB, social 
11BBel, helpmate, devoted mother. While 
Slater indicates that Catherine "appearB to 
huve had lesH impact on DickenH' deepei,l 
imagination and on his art than any of the 
other women who hold an important place in 
his emotional hiBtory," he makeB it clear 
that Dickt:ns did love her until he entered 

what can only be called a classic mid-life 
crisis, feJI in love with a seventeen year 
old "girl," and then proceeded to castigate 
Catherine, to re-construct the entire mar-
riage in his own mind to "suit his fantasy of 
what happened." 

Al one point Dickens appears to have 
fantasized killing Catherine, and by 1858, 
when separation was inevitable (they never 
did divorce, given the complexities of di-
vorce law in mid nineteenth-century England), 
he began a series of private and public 
attacks on her character. Through all of 
this, Catherine herself emerges as a cour-
ageous victim of her husband's infantile rage 
and with her own self-respect more or less 
intact. Through some letters and second-hand 
reports and through Slater's own analysis, we 
have a very convincing sense of what it. must 
have been like to live with a man whose idea 
of female emotional needs was, at best, com-
pounded of sentimentality and idealization 
and, at worst, of sexual terrorism and ambiv-
alence. Dickens in effect tried to destroy 
the woman he had chosen to marry because she 
was not quite the "angel in the house" his 
own ideology led him to believe she ought. to be. 

Catherine, defeated and demoralized, made 
little effort to defend herself (though some 
of her relatives did). She was devastated by 
his betrayal and by his attacks, and on her 
death-bed, she handed to Kate all the letters 
she had ever received from Dickens and said, 
"Give these to the British Museum--that the 
world may know he loved me once." Slater's 
"rescue" of Catherine Dickens from those for 
whom Charles Dickens could do no wrong may be 
one of the most significant correctives we 
have to the prevailing tendency to forgive 
the great artist. anything so long as he 
produces great art. 

Kale Dickens, the second of three 
daughters, appears to have been a rather 
fascinating person. A talented artist, she 
was able, with the help of her second hus-
band, to exhibit her own work. She seems 
somehow to have reconciled herself to her 
father's worst faults and, according to 
Slater, to have understood him better than 
any of the women in his life. She loved him 
and waB loyal to him but also to her mother, 
and Bhe tried until her own death to restore 
lo the world a more bulnnced view of him, 
including some of the truths about hiH 
cruelty to Catherine. DickenH seems lo have 
respected both her talent and her intcl-
lil{cnce and waH able lo nurture her in ways 
he never could his wife. 



The methods by which all of this bio-
graphical material becomes transformed into 
fiction is the subject of the second part of 
Slater's book. As Slater points out, nearly 
all literary critics (feminist or not) have 
agreed that, with tho exception of Estella in 
Great Bxpeclalione, the creation of female 
characters in Dickens' fiction "has generally 
been regarded as an area of his art best 
passed over quickly." Slater does not pass 
over it quickly, however, and while ho admits 
that in the early novels what we have is gen-
erally a catalogue of "types"--the nagging 
wife, the tyrannical mother, the religious 
fanatic, the social climber, the spiteful 
"old maid," the devoted teen angels (whom 
Slater nicely describes as "a succession of 
stained-glass memorials to Mary Hogarth"), 
and the pretty coqueltes--he does make a good 
case for the fact that the middle novels 
(Dombe7 and Son, David Copperfield, Bleak 
House, Bard Times, and LilUe Dorrit> present. 
us with more complex portraits worthy of 
greater attention as embodiments of the 
central contradictions of Victorian patri-
archal ideology. 

"Mere caricature" tends to disappear as 
Dickens demonstrates a growing awareness of 
the "dangers, frustrations, and humiliations 
experienced by women in the male-oriented 
world of Victorian England." While I can't 
say I am always convinced by Slater's defense 
of these characters, I do find them intrigu-
in•, and his analysis of Bather Sumerson of 
Bleak Bouse aa less the "exasperating paragon 
of female virtue" we tend to think her and 
more the "coherent and convincing portrait of 
a neurotic personality," complicated by 
Dickens' attempt to write the female voice in the 
first person, is especially compelling. 
Slater's central argument in his reading of 
all the novels is that Dickens' continual 
quest to unite the flirtatious and sexually 
attractive female and the pure and virginal 
one in a single character produced some very 
paradoxical figures which, however far they 
may stray from the truths about women, are 
centrally significant as projections of male 
ambivalence and are interesting portraits of 
a very confused male ideology. 

Thal ideology itself is the subject of 
the last section of Dickens and Women, in 
which Slater tries to sort out what Dickens 
actually believed about women generally and 
about "The Woman Question" in particular. 
Whal Dickens actually believed is not very 
encouraging to the modern feminist, and it 
must have been particularly exasperating to 
nineteenth-century feminists. On the whole, 

hie belief system seems a pretty standard 
compendium of mainstream Victorian sexual 
politics, perfeclly reified into a social 
code: that men and women "naturally" inhabit 
"separate spheres" (the men, the public, the 
women, the domestic); that women "instinc-
tively" apprehend emotional truths about 
other pt,'Oplc due to our possession of that 
mysterious "feminine intuition" (Dickens 
would never have understood the argument that 
if women are more intuitive than men it might 
be because they exist in a classic emotional 
and/or economic master-slave relationship in 
which "intuition" becomes a matter of sur-
vival); that women are more emotional and 
susceptible to "impressions" but are also 
morally and spiritually superior; that 
nothing is worse than a woman "gone bad" 
(i.e. exhibiting evidence of "male" ration-
ality or a yearning for intellectual pursuit 
or "public" accomplishment); etc. etc. One 
can fill in the gaps from the vast amount of 
scholarship by feminists on the Victorians. 
The fact that Dickens was a "man of his 
limes" and lived at the center of hie own 
culture is not much of an excuse (nor does 
Slater try to make it one); an Anna Karenina 
would have been quite beyond him, and John 
Stuart Mill would have been dismissed out of 
hand. 

But Slater points out that for all hie 
more or lees automatic adherence to the pre-
vailing myths, Dickens did lake up the cause 
of governesses, he did believe that women 
could and should write novels (or at least 
the sort George Eliot wrote)--provided they 
did not neglect their domestic duties. He 
did seem to understand that not every woman 
married and had babies, that working-class 
women needed some expanded opportunities in 
the labor force, that prostitutes could be 
redeemed (it never occurred to him that they 
might not seek redemption in his terms), and 
that women generally deserved a better fate 
than men such as himself were likely to 
best.ow upon them. 

In many ways the last section of the book 
is the moat interesting, for in Slater's very 
exhaustive analysis, Dickens emerges here as 
a man mired in personal, political, and sex-
ual anxiety about women, positively gyn-
ephobic in his very adoration of them, 
seriously frightened by "the terrible power 
he sensed to be buried in female nature." 
And as Slater points out, despite Dickens' 
overwhelming and virtually obsessive devotion 
to the "Domestic ideal" for women, the actual 
presentations of it--and of women who art: 



genuinely contented and successful within 
it--"account for very few pageH in hiH 
books." "What he mainly gives us," writes 
Slater, "arc domestic situation1:1 where the 
ideal is somehow perverted or betrayed or 
prevented from being realized"--usuaHy by 
male brutality or by male cowardice. lf, in 
fact, we read the "1,mb-lext" of l>icker11,1' work 
as we have learned lo read that of Austen's 
or Eliot's, we may discover that strain in 
Dickens which unconsciously recognized that 
his own "ideal" was not just unreulizeable 
but was tainted in its very conception. That 

The Price of Salt. By Claire Morgan. 
Tallahassee: Naiad Press, 1984. 

Alden Waitt, Ohio University, Women's Studies 

Claire Morgan's '!'he_ Pricc __ of Salt.1 originally 
published in 1952 by McFadden-Bartell, is one 
of the best lesbian novels of the 1950's and 
60's--the Golden Age of lesbian paperbacks, 
Originally packaged like other lesbian pulps 
of the period, The Price of Salt cannot be 
classified in this genre. Morgan's style 
alone, her exquisite evocation of everyday 
life, place the novel in another realm 
altogether. Recently reprinted by Naiad 
Press--without thu ridiculously inappro-
priate, lurid cover--this well-crafted and 
carefully constructed lesbian love story is 
once again accessible lo a large audience. 

Therese Belivet, an aspiring stage 
designer, works during the day at Frank-
enberg's, a large department store in New 
York. She lives alone but conducts a 
"half-dangling, half-cemented" relationship 
with a young man, Richard, toward whom she 
feels guilt because she is unable lo love 
him. Aware of her isolation, both in 
J,'rankenbcrg's and in the world, Therese has 
difficulty believing in the future; she 
cannot imagine a lime when she will be nble 
lo earn her living as a stage designer, and 
she cannot envision a life with Richard. 
Early in the novel, Therese attempts lo read 
Joyce's A Portrait of the Artist as a YouM._ 
Man, at Richard's urging, lo improve her 
"inferior" knowledge of (male) literature. 
Only dimly aware of her alienation, Thermm 
knowi,; only that she iH urmblc to rmid Joycr,, 
to continue sleeping with Richard, or to 
commit hcrHelf to Hichurd and hiH fumily. At 
odds with everyone around her, she longs for 
numningful communication and accepl.ance. In 
musinA" about what bothered her about th(l 
Htore, 'l'hereHc admitH to henmlf that it waH 
not the sort of thinA" that she could tell 

is not the reading Slater gives u1:1, exactly, 
but his work does make it clear that if such 
recognition on Dickens' part did exist, it 
was most certainly unconscioue--it was not, 
as in Auston or Bliol or the Bronte's, a 
Hubtle form of protest craftily disguised in 
a cover st..ory, Slater's work provides us 
with plenty of evidencu that Dickens' views 
on women were certainly complex, full of 
irreconcilable contradictions, and often at 
odds with his own better nature. But hie 
daughter was quite right: he did not 
understand women. 

Richard. Partly it was that the store inten-
sified things that had always bothered her 
for a1:1 long as she could remember: 

It was t.he waste actions, the mean-
ingless chores that seemed t.o keep 
her from doing what she wanted lo do, 
might have done •••• the eenee that 
everyone was incommunicado with every-
one else and living on an entirely 
wrong plane, eo that. the meaning, the 
message, the love, or whatever it was 
that each life contained, could never 
find its expression. It reminded her 
of conversations at tables, on sofas, 
with people whose words seemed lo 
hover over dead, unetirrable things, 
who never touched a string that 
played. And when one tried lo touch 
a live string, looked at one with 
face as masked as ever, making a 
remark so perfect in ite banality 
that one could not even believe that 
it might be subterfuge. And the lone-
liness, augmented by the fact that 
one saw within the store the same 
faces day after day, the few faces 
one might have spoken lo and never 
did, or never could. Not like the 
face on the passing buH that seem1:1 lo 
speak, that is seen once and at least 
is gone forever. 

In her article, "Exiting from 
Patriarchy: The Lesbian Novel of Devel-
oprm:nt," I Bonnie Zimmerman comp1lreH lhn 
lmibian novel of development to the classic 
Bildungsroman, which she mainluinH offerH 
more parallelH than dotlH the hetcroHexual 
feminist novel of awakllning, such as The 



Awakening or The Golden Notebook. The Price 
of Sall, like lhe Bildungsroman, or novel of 
education/developmenl, charts lhe geographic 
journey of lhe (lesbian) cenlral character 
"from the provinces" and lakes place, as 
Zimmerman writes, on a symbolic and/or emo-
tional terrain. The provinces are lhe ter-
rain of patriarchy, and lhe journey/quesl 
undertaken by lhe lesbian prolagonisl is 
loward the new world of loving women. In 
coming out, lhe lesbian leaves the mainstream 
patriarchal culture-"looeening, shedding, or 
finally succumbing lo the constraints placed 
upon her free imagination (her lesbianism) by 
a hostile society." Like the heterosexual 
heroine of the novel of awakening, the les-
bian frees herself from prescribed feminine 
roles, from her sense of loneliness and ieo-
lalion; :yet she must, in addition, confront 
the self-hatred and guilt triggered b:r her 
deviation from the sexual norm. If she 
aomehow eecapee becoming engulfed b:r guilt 
and self-hatred, she must nevertheless face 
the antagonistic world outside. The Price of 
Salt offers an emotional exploration of the 
kind Zimmerman deacribea. 

In coming lo terms with her immediate, 
sudden attraction lo Carol Aird, an older 
woman in the process of divorcing her hus-
band, Therese alao undertakes a journe:r dur-
ing which she will discover who she is. For 
Carol, the experience is lees one of identit:r 
and awakening; she is older, more familiar 
with the mainstream terrilor:r, and therefore 
more knowledgeable about what transgression 
can mean. Therese onl:r senses that the ter-
rilory (Frankenberg'&, the New York job net-
work, Richard) is controlled and determined 
b:y others. Like the lo:y train that she pee-
aea each da:r on her wa:r lo the doll depart-
ment, she is forced lo pull a weight imposed 
b:r others. The train "wBB like aomething 
gone mad in impriaonment, aomelhing alread:r 
dead that would never wear out, like the 

dainty, springy-footed foxes in lhe Central 
Park Zoo, whose complex footwork repeated and 
repeated as lhey circled their cages." 

The dangers of the patriarchal terrain 
are later revealed lo Therese who comes lo 
undersland the unchallenged power of both 
Carol's husband and public opinion. She 
becomes conscious of a tremendous sorrow 
hanging over them and re-evaluates past 
interactions with those who would oppose them: 

She remembered the detective's face 
and the barel:r legible expression 
that she realized now was malice. It 
WBB the malice she had seen in his 
smile, even BB he said he WBB on no 
side, and she could feel in him a 
desire that WBB actually personal lo 
separate them, because he knew that 
they were logether. She had seen 
just now what she had only sensed 
before, that the whole world wBB 
ready lo be their enemy. 

The Price of Salt conveys the lone of the 
fifties, and its heroines reflect the values 
and realities of their lilD6. Thie tender 
novel of awakening, of first love, stands the 
test of lime; it presents believable char-
acters whose story baa been told before, but 
not BB well. Morgan baa captured the sense 
of at laat belonging, the eubUe eroticism, 
and the miracle of spiritual and emotional 
understanding that Therese finds in her 
discovery of lesbian love in a lime before 
politics and community provided affirmation 
and support for the lesbian. 

1 Bonnie Zimmerman, "Exiting from Patri-
archy: The Lesbian Novel of Development" in 
The Voyage In: Fiction of Female Devel-
opment. Edited by Elizabeth Abel, Marianne 
Hirsch, and Elizabeth Langland. (Hanover: 
University Press of New England, 1983). 

Virginia Woolf: A Feminist Slant. Edited by Jane Marcus. 
Lincoln: University of Nebraska Press, 1984. 

Glynis Carr, OSU, Dept. of English 

Jane Marcus' new edition of feminist essays 
on Woolf is good reading. These fourteen 
eaaa:ya are consist.enUy thoughtful, pro-
voking, fresh, and vigorous. Marcus' arrange-
ment of the eBBBye is innovative BB well. 
She abandons the hackneyed formula which 
prescribes an essay apiece to each of W<X>lf'e 
major novels arranged in unfailingly chron-
ological order, devising instead an organic 

scheme which roughly follows the pattern of 
the artist's life. The volume opens with 
essays on foremothere: One by Marcus on the 
influence on W<X>lf by her aunt Caroline 
Emilia Stephen, and another by Alice Fox on 
the hold which Queen Elizabeth exercised over 
Woolf's imagination. Beverly Ann Schlack 
then offers an excellent intertextual study 
of "Fathers in General,'" after which Louise 
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Desalvo studies Woolf's unpublished adoles-
cent diaries. Concluding the collection is e 
speculative piece by Cerolinc Heilbrun on 
whet Woolf might have become in her fifties, 
end Brenda R. Silver's eeeey on the reception 
of Three Guineas in which she also talks 
about whet might have been the direction of 
Woolf's future work. 

The essays are wide-ranging in scope, 
including biographical studies, such as Ann 
L. McLaughlin's view of Woolf's "uneasy" 
relationship with Katherine Mansfield; text-
ual studies, such as Susan Squier'e of The . 
Years; intertextual studies, such as Evelyn 
Haller'e exciting analysis of Woolf's use of 
Egyptian myth and motif; and finally, context-
ual studies, such as Neomie Black's on "Vir-
ginia Woolf and the Women's Movement" and 
Diane Filby Gillespie's on Woolf's "political 
aesthetics." Aleo included are Emily 
Jensen's essay on suicide and Sallie Seers' 
on the still too infrequently reed Between 
the Acts. 

What binds these essays together is their 
authors' commitment to "tell all the truth" 
about Woolf, "but to tell it slant." And 
indeed, they do tell much that is true, new, 
and insightful about their subject. But the 
frame into which Marcus casts them seems more 
"slant" than true. Two thoughts dominate 
Marcus' writing about Woolf: that Woolf was 
repressed during her lifetime and that her 
work has been eupreseed since her death: 

North American feminists in par-
ticular have found that telling it 
"like it is" too often alienates the 
readers we wish to convince, and 
hostility greets our new readings of 
the novels, the essays, and the life 
. . • The triple threat of chastity, 
mysticism, and revolutionary violence 
in one woman met as much resistance 
as it aroused fear in men. • • • The 
image of the virgin mystic out for 
vengeance touches some archetypal 
spring of cultural dread, and the 
doors to the house of fiction swing 
shut. 

l would like to respond lo Marcus' cheracter-
i:r,ation of Woolf as "virgin mystic out for 
vengeance." Marcus' interest here seems not 
lo be in discovering the truth about Woolf, 
but in creating a mythology about her which 
minimizes Woolf's real conflicts and short-
comings, apparently satisfying Marcus' per-
sonal need for ... but, what? ... a 
sainted mother'! A female God? 

l suspect Woolf would be repelled by such 
an approach, for in her life and work she 
consistently argued against authorities, 
religions, and idols. Woolf would have no 
one, least of all herself, enshrined above or 
apart from their time, worshipped as a liter-
ary genius. She advised us against such an 
approach in the first Common Reader: "Look 
upon the writers," she said, "as if they were 
engaged upon some vast building 

• built by common effort." 

Marcus' protrait of Woolf does, however, 
contain a kernel of truth. Woolf was mystic 
and revolutionary, too, but she felt the 
issues of virginity and chastity to be a 
hoax, a fraud against women; and she abhorred 
violence. Employing such phrases as "revolu-
tionary violence" to describe Woolf, Marcus 
distorts an important component of Woolf's 
philosophy: her !!QD-Violence. Marcus re-
veals her own alliance with ventilationist 
theories of anger, which characterize anger 
as a thing to be "expressed" or "venti-
lated." Marcus refuses to entertain the 
possibility that anger, and aleo violence, 
are not things in themselves, but modes of 
relationship which can only be discussed in 
the context of that relationship. In short, 
it is often better, that is, more instru-
mental, more politically effective, or less 
stressful, not to "express" anger. Woolf 
knew this and Marcus must suspect it, for it 
is implicit in her lament about the alien-
ating and ineffective results of using cer-
tain modes of truth-telling. 

But this is not to say that Woolf always 
dealt with her anger by dismissing it. 
Barbara Deming distinguishes between two 
types of anger: the anger that instigates 
change and the anger that feeds on a aelf-
characterization as victim. I see Woolf's 
anger as primarily of the first kind. Woolf 
transformed her anger into very powerful 
books, such as Three Guineas, which Marcus 
has surprisingly described as too little, too 
late! Marcus interprets Woolf's work, par-
ticularly her pacifism, as an inadequate 
response to patriarchal violence and her 
suicide as a hopeless anger turned against 
herself. Marcus thus equates anger with 
violence, implying that anger must neces-
sarily be translated into violence. But is 
there no other alternative? 

I believe there is; l believe Woolf 
thought so, too. Woolf did not repress, she 
transformed her anger into her work which al 
least constructed a basis for change. And in 



t.he difference bet.ween repression and t.rans-
format.ion lies an enormous implication for 
feminist.&. Indeed, many readers reject. t.he 
equation of feminism wit.h anger and vi<r-
lence. It. ie t.he violence which seems built. 
int.o patriarchal aocietal at.ruct.ure t.hat. eo 
many of us struggle against.. We seek not. 
membership in a rival gang, but. a t.rue 
alternative to t.hie aocial mode. And we look 
at. Woolf as a great. spokespereon for a t.ruly 
feminist. non-violence. 

Using her hypot.heeis of repreeaion, 
Marcus, in her eaaay on Caroline 8milia 
Stephen, finds t.he sources of Woolf's 
pacifism in her aunt.'a writ.inga on Quaker 
principles. She does t.hie, however, wit.bout. 
mentioning t.he fact. t.hat., while Woolf did use 
St.ephen'a premises, she also opposed her 
aunt's consequent. interpret.at.ion and analysis 
of t.ime. The shared premise of Stephen's 
"War and Superfluit.iea" and Woolf's Three 
Guineas waa t.hat. Jove of poaseaaion ie t.he 
source of war. But. t.his idea, in fact., is 
not. Stephen's, but. John Woolman's. Stephen's 
int.erpret.ation, moreover, of t.he consequences 
of Jovin• poaaeeaioos, cont.aina much t.hat. was 
repulsive t.o Woolf. Ber aunt's stance is 
decidedly other-worldly; poaaeeaion ie pri-
marily a threat to one's eoul and only sec-
ondarily to life on t.he planet.. And not. only 
does Stephen fail to make a connect.ion be-
t.ween poaaeaaivene- and sexism, she actually 
seems willing to embrace a degree of suf-
fering in t.his world because she expect.a to 
be delivered int.o another. Ber conclusion ie 
to recommend a meekne- which eeema, at. beat., 
ineffectual, and at worst, repugnant. Paa-
aivit.y of t.he sort. aacribed to by Stephen ie 
what many feminist.a, including Woolf, 
reject.. Marcus de-eaphaaizea t.he ideological 
diverpnce between Woolf and her aunt and 
falls abort of tracing Woolf's thought. back 
to John Woolman. 

Such distortion ie t.he inevitable 
consequence of Marcua' ot.her inclination, 
which is to mytholot(ize about t.he "metaphor-
ical space" froa which Woolf created: 

From a feminist. perapect.ive it is 
clear t.hat women ayat.ica drew 
authority fl'Olll t.he Spirit., rat.her 
t.han from t.he Fat.her or t.he Son. The 
pen WBB ao clearly like t.he penis, as 
Gilbert and Gubar have dea>natrat.ed, 
t.hat. one ie teapted to see t.he 
Quaker&' spatial concept.a of t.he 
"Inward Light." and t.he Word, received 
paaaively by the silent self in an 
"inner chamber" as t.he equivalent. of 

lhe pen/penis in female physical 
terms •.•• Virgin motherhood or 
"inward motherhood," or t.he writ.er as 
nun, is then a strategy of power for 
t.he woman mystic or artist.. It. is a 
chaste vagina, t.he room of one's own 
in t.he eoul, to be sure, but. then 
creat.ivit.y is much like an immaculate 
concept.ion. 

In her hast.e to mythologize female anatomy, 
Marcus fail& to acknowledge that Gilbert and 
Gubar aleo cit.e men who use female images as 
well. This seems only natural and right, 
since art.iet.s of bot.h sexes are daily con-
fronted wit.h a sexual model for creativity. 
Yet. it is not at. all proven t.hat. t.he trans-
lation of either spiritual authority or crea-
t.ivit.y into biological terms is implicitly or 
expliciUy a female strategy, nor that it is 
a feminist atrat.egy. If ideas incubate, as 
Marcus aaya, in an "inner chamber" which ie 
like a womb, isn't. she also implying t.hat. 
"the Word" must be characterized as male to 
fit. such a sexual model? This, of course, is 
absurd. Marcus' rhetoric then must fall 
confusedly about. images of virginity and 
chastity. The metaphorical womb receives the 
Word from it.self. Are we now talking about. 
maaturbation? Why, since Marcus want.a to say 
t.hat. women write from t.he authority of t.heir 
aoula, does she feel compelled t.o implicate 
t.heir genitals? Isn't. this t.he t.radit.ional 
strategy that has been used against women? 

Woolf herself does in fact use a aexual 
model for creativity. In A Room Of One's Own 
she emphasizes, however, that ahe refers t.o a 
proce- of mental fert.ilizat.ion of opposite 
and different ideas which produce meaning. 
Blaewhere she uses a pat.ent.ly non-sexual 
model to describe creat.ivit.y. In The Common 
Reader, Woolf likens it to a slow accretion 
and recombination, from century to century, 
from work to work, of images and ideas into 
an everchanging whole held in common by a 
culture. Woolf would be the first to avow 
t.hat women create, not from t.heir genitals, 
but from t.heir minds. 

It. ie t.his curious genital orient.at.ion 
which inspires some of Marcus' 1DOBt. bizarre 
judgment.&. She says, in "Liberty, Sorority, 
Misogyny," t.hat 

The virginal vagina was the place and 
t.he space for t.he product.ion of 
female culture. Women could not be 
t.he producers of culture while repr<r-
ducing humankind, [Woolf] felt., and 
history bore her out.. 
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One wonders what Marcus defines as culture, 
and one suspects that Marcus accepts a 
definition, now considered unacceptably 
anthro- and ethno-centric, which equates all 
culture with elite culture, defined as, say, 
Sir Leslie might. It would come as quite a 
shock to a generation of (feminist) anthro-
pologists that cuture does not include food-

ways, modes of dress, styles of shelter, be-
liefs, stories, jokes, gossip, myths, 
legends, and so on-all components of culture 
which women not only produce and reproduce, 
but sometimes control. Finally, Marcus' 
definition of culture is an insult to the 
women she supposedly venerates. My advice is 
to read Marcus' work, but read it "slant." 

The Bourgeois Experience: Victoria to Freud, Volume One, Education of the Senses. 
By Peter Gay. 
New York: Oxford University Press, 1984. 

Arnold Shapiro, OSU, Dept. of English 

Peter Gay has undertaken an enormous project 
in The Bourgeois Experience: Victoria to 
Freud. Bducation of the Senses is the first 
of two volumes on Victorian sexuality. Pro-
fessor Gay promises further volumes on such 
topics as "aggression" and "the travail of 
liberal culture." He states his overall aim 
this way: "I am working to revise current 
views of the Victorian age, including some of 
Freud's • • • not for the sake of revision 
but in an attempt to recapture the conflicts, 
the ambivalence, the diversity of nineteenth-
century bourgeois culture." As a careful 
historian, Professor Gay takes pains to de-
fine his terms in the General Introduction to 
this first volume. He indicates his time 
frame (roughly from the 1820's to 1914, the 
outset of World War One), what he means by 
"bourgeois," even what he means by "exper-
ience." His scope is wide--he will trace 
developments in the United States, England, 
the Continent (especially France and Ger-
many); even Scandinavia is included, however 
briefiy. Finally, Professor Gay makes his 
assumptions clear: he is an avowed Freudian; 
when he examines people and events he does so 
through Freud-colored glasses. 

Let me say at the outset that Professor 
Gay's project is admirable. One always wants 
to see stereotypes questioned, if not de-
stroyed. As Gay indicates, the terms Vic-
torian and bourgeois are enormously complex 
and should not be used simply as synonyms for 
prudishness, hypocrisy, and selfishness. The 
period from 1820 to 1914, like every other 
historical period, was complex; it WBB a time 
of great change. Professor Gay touches on 
such topics as the mass migration from coun-
try to city during the period, the rise of 
technology, the undermining of religious 
faith by new scientific discoveries and atti-
tudes. As he summarizes, it was "a time of 
unexampled hopes and unfamiliar anxieties"; 

the outlook of many people was a "mixture of 
helpleBBness and confidence." 

Professor Gay's energy and range are also 
enormous. In dealing with Victorian sexual-
ity, he manages to discuss such subsidiary 
issues as the prevalence of (and reason for) 
diaries and journals during the period; the 
"democratization of comfort" (almost everyone 
had an easy chair and a sofa, a place for 
sexual exploration); the cult of privacy; the 
difficulties confronting women seeking en-
trance to medical schoole~r to any insti-
tutions of higher learning. For many 
readers, the most interesting part of the 
book will be the evidence Professor Gay uses 
to substantiate his argument. He has 
unearthed diaries, journals, letters of all 
sorts of people. We are privileged to peer 
into people's private lives in a way not 
usually possible. At times Education of t.he 
Senses is simply great fun, high-class and 
not so high-class gossip. Never before, 
perhaps, has someone else's erotic life been 
laid before us in such detail--except in the 
steamier pessages of a Harold Robbins novel--
and these are "real" people. 

While Professor Gay's evidence is fun and 
interesting to read, it is not, I am afraid, 
totally convincing. Gay spends almost a 
quarter of his book tracing the amorous adven-
tures of Mabel Loomis Todd (based on her dia-
ries and letters)-first her rapturous mar-
riage to David Todd, then her adulterous 
affair with Austin Dickinson, Emily's 
brother, in Amherst. At the end of hie 
fascinating account, he generalizes: 

The received wisdom has long been, we 
know, that the nineteenth-century 
middle-class male split hie love life 
in two, that some of his women were 
angels, others were whores. But the 



conduct and the sentiments of the 
Todds contradict this prevalent per-
ception. If David Todd took the lead 
in sexual intilD8CY, Mabel Todd fol-
lowed rapturously and closely; in 
fact, their diaries and letters sug-
gest that it was the wife who in-
spired the husband to his finer 
flights. At the same time, the 
couple's sensuality, though inventive 
and unapologetic, was thoroughly 
domesticated. David Todd was a tamed 
animal whose earthiness was welcome; 
Mabel Todd was neither angel nor 
whore. 

After describing-again using letters and 
diaries-several more bourgeois relation-
ships, Professor Gay again generalizes: 

The nineleenth~ntury middle-class 
wife who pours all her affection into 
her children and denies her husband 
all sexual warmth is largely a myth-
s pathological though certainly not 
u11C0111i.>n ellCeption. It could have 
arisen onl7 because the gap between 
public conduct and private feelings 
was ver7 large; fastidiousness and 
decorum denied the erotic avenues of 
expreaaion. But there were many 
bourgeois communions in that age 
which produced, for wife and husband 
alike, that beautiful feeling of 
climax which Mabel Todd knew so well. 

These generalizations seem to me very 
shaky. Profeaaor Gay attacks Stephen Marcus' 
The other Victorians for making too large 
claims about Victorian sexuality on too 
little evidence. Yet, how typical is the 
experience of Mabel Todd and the others 
Profeaaor Gay cites? Be himself notes that 
in the nineteenth centur7 statistical evi-
dence about people's sex lives is scanty and 
queationable. Further, how reliable are the 
diariea Gay uaea? Be notes himself that 
diaries (often referred to 88 "friends" by 
the diarist&) are tricky: do we always tell 
the truth, even to our diary? Gay's gen-
eralizations are questionable in yet another 
way. Are we really so astounded that some 
Victorian women bad orgasms frequently, that 
some Victorian marriages had mutual sexual 
satisfaction 88 an important component? Even 
the moat convinced disciple of Hugh Hefner 
might be aware that there are exceptions to 
the blanket condemnation of Victorian hyp-
ocrisy and prudishness, that not all Vic-
torian men viewed women simply as angels or 
whores. What is the difference between 

private practice and public pronouncement (as 
revealed in the letters and diaries Gay 
cites) if not hypocrisy? 

Perhaps most important, in Education of 
the Senses Mabel Todd et al do come across as 
exceptions. Despite Professor Gay's earnest 
efforts to indicate complexity (can anyone 
deny that human beings are complex, espe-
cially in matters sexual?), hie own evidence 
seems to substantiate the traditional view, 
the negative image most of us have of Victor-
ian sexuality and patriarchal dominance. 
Gay's pages are filled with endless examples 
of hypocrisy and prudery (the attempt to 
justify a fascination with the nude in paint-
ing and sculpture; Anthony Comstock's anti-
smut campaign) and a sexual squeamishness 
that harmed thousands of people (Effie 
Ruekine' anguished announcement to her 
parents-after she suffered in silence for 
six years-that her marriage had never been 
consummated; Edith Wharton's near total 
ignorance of sex before her marriage and her 
mother's refusal to discuss the topic). It 
is probably good to be reminded that almost 
as many Victorian men (John Millais' terror 
on his wedding night-after hie marriage to 
the former Effie Ruskin) as women were 
ignorant about sex. But that knowledge does 
not necessarily put bourgeois prudishness in 
any better light. And, as Gay repeats, like 
a litany, the men were always on top. 

One is awed at the fullness of Professor 
Gay's account--in lengthy sub-chapters he 
discusses porno.rraphy , the femme fatale in 
literature and art, the all-too-familiar 
arguments against birth control (Gay 
describes the new technological advances 
which made birth control possible for many 
people) and abortion, the incredible campaign 
against masturbation (it is "spending" a 
vital reeource--here, Gay's psychological 
analysis of the attackers is interesting, 
though hie attempt to defend them is 
unconvincing), and the argument over the use 
of chloroform in childbirth (the Bible says 
childbirth should be hard, painful). At the 
same time, much of this material is a twice-
told tale. Gay owes many debts-which he 
generously acknowledges--to previous writers 
and scholars. 

Finally, even though he himself attacks 
"reductive" psycho-history, to many readers 
Gay's l<'reudianism will seem doctrinaire, dog-
matic. Gay acknowledges Freud's limita-
tions: ". . • seeing only the victims of sex-
ual maladjustments in his consulting room, 
Freud was inclined lo underestimate the oppor-
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l 
luniliee for erotic happiness available in 
the bourgeois world, for women and men 
alike," And Gay subtly details the many 
shifts in Freud's point of view. 1''reud, 
occasionally, changed hie mind. Most impor-
tant, according lo Gay, Preud was cullure-
bound; though he attacked many aspects of 
Victorian culture, he loo was a late Vic-
torian and saw things (for example, hia views 
on the education of women) as a late Victor-
ian male would. Nonetheless, Gay accepts 
Freud's basic premises: every woman suffers 
from penis envy; every male wants lo sleep 
with hie mother, every female with her 
falher--lhus the popularity of incest as a 
motif in Victorian pornography, 

I do not want lo end on a negative note. 
To an amazingly large extent, Professor Gay 

Joyce and Feminism. By Bonnie Kime Scott. 
Bloomington: Indiana University Press, 1984. 

gives ue a sense of what it was like lo be 
alive in the Victorian era-from the discom-
forts of a world without aspirin, lo the per-
sistence of dieeese in a world without. anti-
biotics and the omnipresence of death in a 
world where infant mortality rates were stag-
gering and where the rigors of childbirth 
justifiably st.ruck terror in many women's 
hearts. Gay's port.rail of the age is multi-
faceted. The material he quot.es from diaries 
and letters is always fascinating and reveal-
ing. The bibliographical essays for each 
chapter will be useful lo any student. of the 
Victorian period. While all the material is 
not new, finally, it. is nice lo have it. in 
one convenient. pJace. Professor Gay may not. 
convince completely, but. he forces us lo 
quest.ion our assumptions. 

Terry Hartley, OSU, Center for Women's Studies/Dept. of English 

In Alden Wait.l's review (in this issue of 
The Women's Studies Review) of The Price of 
Salt., she not.es what seems lo be a signif-
icant point of change in the progression of a 
young female character toward a sense of 
self, toward an identity that will direct and 
sustain her adult life. The point of change 
is expressed as the character's unsuccessful 
alt.empt lo read Jamee Joyce's A Portrait of 
the Artist as a Young Man. The significance 
of this character's rejection seems lo turn 
more on the fact. that. the experience embodied 
in Stephen Dedalue'e quest for identity is 
not only irrelevant, but is potentially detri-
mental as a source of knowledge, as an in-
sight, for a female in search of indepen-
dence. The point is not that Stephen 
Dedalue'e intellectual growth and emotional 
development move through experiences that are 
so alien lo women, but that the energy gener-
ated by the character's conflict with his 
society is focused on and expressed through a 
dominant misogynistic theme. The problematic 
point in eo much male-authored fiction 
(expressed by the female protagonist above) 
is not only that misogyny exists in fiction 
regarded as masterpieces, but that this 
expression is societally and critically 
condoned as reasonable, or al least under-
standable, behavior for a rebellious young 
man. And this overriding acceptance pre-
cludes certain kinds of questions about the 
text and about the society it represents. 
These questions are being raised in the light 
of feminist criticism, and il is Bonnie Kime 
Scott's inl,~ntion, in Joyce and Feminism, to 

"follow the female strands of Joyce's exper-
ience farther, ask different questions, and 
assemble patterns that are organized by fe-
male experience," as a way of making new dis-
coveries on Joyce. 

It ie not Scott's intention lo trace and 
confirm Joyce's feminist. sentiments, nor does 
she suggest that female resistance lo Joyce's 
work ie uninformed or misguided. Rat.her, her 
presentation "at.lends" lo Joyce's female audi-
ence--and a welcome attention it is--by both 
documenting the criticisms and problems women 
have expressed about. hie work as well ae pro-
viding pertinent information about the cul-
ture and people influential in Joyce's out-
look. It would seem, then, that Scott's at-
tention lo influence begins a route of 
inquiry that will lead lo a definition of 
Joyce's attitude and lo a sense of how that 
attitude shapes his fictional creations. 
Instead, she works around Joyce, providing 
lees an understanding of the artist as an-
other way of talking and thinking about hie 
characters. In her Introduction, Scott at-
tributes at least part of the problem for the 
dominant view (held mostly by women) that 
Joyce's representation of women centers some-
where between ambiguous and demeaning lo cri-
tics whose analyses are guided by their own 
cultural biases. Within this context, Scott 
demonstrates how Joyce's fictional women are 
more complex, as characters and as they func-
tion sty lititically, than surface treatment--
whether it be expressed by Stephen Dedalus or 
in critical thuory--might indic-.ate. 



The question Scott's investigation form-
ulates is, To what extent miJCht feminist aB-
pecte of early Irish history, the presence of 
feminist activists within hie own circle of 
friends, and the committed support he re-
ceived from women be relevant in assessing 
Joyce's representation of women? Implicit in 
this formulation is the assumption that 
Joyce's precise attitude is either unknowable 
or irrelevant. Her pattern of inquiry, which 
works lo bring the reality of Irish women 
into view as essential in any design on 
Joyce's work, begins with a validation of 
this feminist method within an overview of 
feminist criticism. She then locales Joyce 
within the feminist aspects of his culture 
and his time, weaving a feminist context 
which leads into detailed examinations of 
three of Joyce's fictional women--Emma Clery, 
Molly Bloom and Issy--each of whom is granted 
a separate chapter. 

In addressing her question, Scott provides 
fascinating information about women in Irish 
culture generally, and about the many "free-
thinking" women who not only responded favor-
ably lo Joyce's work, but who were directly 
responsible for providing financial and 
publishing assistance. She traces the tran-
sition of women from their existence as pow-
erful figures in myths, such as The Tain, 
through Norman times when women retained 
property rights within Celtic marilal customs, 
lo the eighteenth century where the intro-
duction of British law and the influence of 
the Catholic Church initialed a change in the 
socielal view of woman: "the ideal of the 
Irish peasant woman became the Irish colleen, 
a young beauty with submissive, downcast eyes, 
a humble shawl, and a pale, starved cheek." 
But this alteration in eocielal view incurred 
political and legal consequences that limited 
women more severly than any cosmetic ideal 
could. Limited educational opportunities and 
the impossibility of economic control created 
a bleak future for most women--a situation 
which Joyce does allude lo in hie fiction. 
Scott cites, for example, Joyce's portrait of 
the inequity in the contrast between Stephen 
and hie sister, Isabel, in Stephen Hero; and 
in the moment of remorse Stephen experiences, 
in Ulysses, when he discovers hie sister, 
Dilly, purchasing a French primer. If these 
examples seem lo be flimsy evidence that 
Joyce's characters reflect the lives and 
circumstances of Irish women, Florence Walzl's 
essay, "Dublinere: Women in Irish Society," 1 
provides a detailed investigation of the rela-
tionship between the female characters in 
Dublinere and the political and economic 
reality facing women in Dublin in 1904. 

Along with rev1v1ng woman's place in 
Ireland's past, Scott brings lo life the 
Ireland of Joyce's time, a time in which 
IriHh women began lo reclaim power. The few 
women who had gained reputations as rebels in 
one way or nnother--like Maud Gonne, Con-
stance Markiewicz, and Hannah Sheehy--were 
represent.alive of a larger milieu in which 
"woman's role in politics was persistent and 
frequently merged with the Irish Suffragist 
Movement." Influence on Joyce's thinking was 
not limited lo specific female personalities, 
but should be seen, Scott points out, in the 
context of a more pervasive socielal energy 
which spawned both nationalistic and literary 
revivals. Given the inlelleclually- and emo-
tionally-charged atmosphere, Scott constructs 
a reasonable case for the way in which 
Joyce's female characters reflect both his 
attraction lo new or rebellious ideaB and hiB 
ambivalence about changing roles. 

1-'ollowing an overview of feminist un-
derpi,ining of Irish culture, Scott focuses 
more closely on Joyce's personal choices: of 
friends like Francie Sheehy-Skeffington, an 
avowed feminist and pacifist, and of hie at-
traction lo the literary feminism of authors 
like George Moore, Gerhart Hauptmann and 
Henrik Ibsen. In letters and reviewe---of 
When We Dead Awaken, for example--Joyce 
leaves ample evidence of hie fascination with 
feminism. But Scott makes no attempt lo deny 
that Joyce's fascination is probably more con-
nected lo hie intellectual concern with art--
with an aesthetic of objeclivity--lhan it is 
with any passion for equity: "One suspects 
that Joyce preferred lo inject keen air into 
society himself, or through a male persona, 
instead of creating young women characters lo 
do so." 

While Joyce was introduced lo feminism 
through the philosophies and writings of men, 
his life in self-imposed exile followed a 
path that continuously placed him in the 
company of unconventional women--not the 
least of which were members of his own fam-
ily--wilh Nora Barnacle representing the most 
persistent challenge lo hie altitude about 
women. Critics have made connections between 
the women in Joyce's life and those of his 
fiction (most not.ably between Nora Barnacle 
and Molly Bloom), but Scott underscores the 
fact that we have little evidence of the 
personalities and feelings of these women--
evidence, that is, provided by the women 
themselves--making judgments about their 
transformation into fictional characters 
prct1umptuous. What is HO refrm1hing in 
Scott's analysis here is her claim that 
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knowing facts ubout .loyce'H biography, even 
knowing the thoughts he made available in 
lell.<!rs, is not the equivalent of knowing the 
women in his life. She borrows Tillie 
Olsen's term, "silent women," not lo describe 
personality, but to account for a sociali-
zation prcx:ess that made these women disin-
clined to document their existence. Further, 
she claims that this lack of visibility, or 
documentation, should not be mistaken for a 
diminished presence. 

One can only speculate as to the way in 
which Nora Barnacle's willingness to leave 
her homeland and to so dramatically defy the 
customs and tradition guiding the destiny of 
Irish women might have affected the author of 
Stephen Hero, whose "hero" renounces Emma 
Clery for being at oncu seductive and unyield-
ing; he perceives her sexual restraint to be 
the worst kind of bourgeois intellectualism--
in women. Scott resurrects Emma Clery, whose 
existence was reduced to ashes along with the 
manuscript of Stephen Hero, in order to ques-
tion the nature of the elimination of this 
character from the more artistically success-
ful Portrait of the Artist. In doing so, she 
not only outlines a very engaging character 
who in many ways "compares favorably with her 
male counterpart," but she enumerates the so-
cietal conditions that account for Emma's re-
alistic depiction. While the absence of Emma 
in A Portrait does eliminate a source of 
truth against which the reader might brace 
Stephen's misogynistic remarks, and creates a 
void within which his hostility resounds even 
more overwhelmingly, the transformation of 
Stephen Hero also involves a radical revision 

Places in the Heart 
A film by Robert Benton, 1984. 

Deirdre Neilen, SUNY, Syracuse, New York 

Places in the Heart has much going for it: 
a first-rate cast, a gripping story, breath-
taking photography. Its major drawback is 
that these assets wind up in a cliched slant 
that ultimately makes this viewer distrust 
the camera. Supposedly recording the lives 
of real people, the camera proves more inter-
ested in capturing only those scenes which 
scream; "MEANINGI<'UL. AWESOME. INCREDIBLE." 
Thus, we have undeniably moving moments: a 
black man, a while woman together carrying 
her son to safety; a blind man desperately 
J{roping for the little girl who hides in foar 
from lhe approaching tornado; the woman and 
her children picking cotton until lheir 

of point of view; lhe change presents much 
more than a simple reduction. As Scott 
points out, the reader's distance from Emma 
is effected not only by Stephen, but by "the 
novel't1 emphasis on the male point of view." 

Just as Scott reclaims Emma Clery as a 
valid subject for consideration despite her 
consignment to a "process" rather than to the 
more lauded artistic creation, she also 
offers very insightful analyses of Molly 
Blcx.>m, of Ulysses, and Issy, of l:'innegans 
Wake. Scott brings to our attention the com-
plexity of these characters--partly evidenced 
by "critical anxiety" concerning their mean-
ing--while talking about them in terms of 
their relation and relationships to other 
women, inside and outside the text. This cri-
tical approach, Scott admits, "is heavily con-
textual," inviting a certain uncertainty; but 
then, for some of us, so does reading A Por-
trait. Scott's view of Joyce does not plan 
to make us more comfortable with Stephen 
Dedalus's point of view. She does, though, 
demonstrate that information about women in-
habiting the world of a male artist is very 
relovant; and it is espucially relevant in 
assessing the work of Jamee Joyce, an author 
whose work in many ways resisted the tradi-
tion that went before it. In the spirit of 
Joycean "plurabilities," this work is a wel-
come point of view. 

l Florence Walzl's essay is in Women in 
Joyce, edited by Suzette Henke and Elaine 
Unkeless (Chicago: University of Illinois 
Press, 1982). 

fingers bleed; the exhausted woman crawling 
through a row of picked plants, not realizing 
the impossible has been accomplished; the 
black man on his knees crying in rage, fear, 
frustration, and hurt after a beating by the 
KKK. But, when the moment ends, so too does 
everybody's interest in it. We simply move 
to another scene, and we have to guess/won-
der /ignore what the participants and wit-
net1ses thought about it. 

In a movie that seeks only to describe 
lhe emotional hiJ.{hH and lows of a charact.ur 
or two, this technique might not be seen as 
a flaw. Bul Pl.acct> aspires lo more than 



this. Pbtce!!_ wants to celebrate the human 
spirit in Waxachachie, Texas in the 1930's. 
It also wants to explore how religion, speci-
fically Christianity, seems to unite the 
people in this economically depressed town in 
a way nothing else does. Bent.on begins and 
ends his movie in a church. The opening 
credits roll as a chorus sings Sunday hymns, 
as the camera moves between white services, 
black -rvicea, and grace before the after-
noon meal in bot.h sect.ions of town. Since 
American eociet.y is -gregated during I.he 
film's time frame, we aaaume I.hat. Benton's 
characters will confront. I.he paradox of 
people who worship on Sunday mornina and kill 
on Sunday afternoon. 

The people, however, remain strangely 
silent.. Life in this movie is composed of 
its usual parts: love, caprice, cruelty, 
deet.h. What. kept. surprising me was the lack 
of speech. Bdna Spalding's husband, a sher-
iff, is killed accident.ally by a young 
drunk. The drunk, however, is black, the 
sheriff white, which must account. for the 
fact. I.hat. no one seems surprised a few hours 
later when the young boy's body, tied between 
two t.rucka filled wit.h white men, is dragged 
to Edna's house. She and her children are on 
I.he porch surrounded by townsfolk; everyone 
just st.area. Vengeance baa been taken, but 
what. does Edna t.hink about. it.? Does anyone 
on I.he porch or in t.he truck marvel at. how 
the deet.h of a repre-nt.at.ive of law and 
order has led to an apparenUy town-sanc-
tioned murder? 

We'll never know. Instead, we leave the 
porch and cut. to Edna's brother-in-law, 
Wayne, who is beginning his foray into adul-
tery wit.h I.he town's achoolt.eecher, Viola. 
For the real of I.he movie, we will have 
glimpses of I.heir passion, but. once again we 
won't really be privy to reasons or motiva-
tions. Viola seems happy wit.h her husband, 
Buddy; Wayne seems happy with Margaret, 
Edna's sister. The affair only ends when 
Viola discovers I.hat Wayne baa left her, 
returned home, and made love to Margaret.. 
Later Margaret. finds out. about. I.he affair and 
won't. t.alk to Wayne uni.ii I.he final scene, in 
which everyone reconciles. 

Margaret. and Edna are very close, but. 
Edna never t.alks to Margaret about. how she 
has hired Moses, I.he black man, to show her 
bow to grow and sell cot.ton eo she won't lose 
her house and children. Bdna aleo never 
tells Margaret what. she thinks of Will, the 
blind man she's been forced to accept. as a 
boarder. For her part., Margaret. never tells 

1':dna about Wayne's infidelity. No one I.ells 
how the white businessmen (millers and bank-
ers) try to cheat Edna or how the black 
worker outwits them. Waxachachie is a quiet 
town. And while some of these silences may 
make sense, the movie also underscores the 
significance of I.he relationship, the com-
munication, bet.ween the sisters; their 
silence does not seem consistent. 

If it is economic necessity which brings 
together this unlikely group-widow, two chil-
dren, black man, blind man--it. is necessity 
again which knits I.hem together into a fam-
ily. The children seem the first. to reach 
out. to the two new adults in their midst; the 
men's respective blackness and blindness, 
negatives according the white society, are 
for Frank and Possum not.bing more t.han char-
acteristics. Frank •s willingness to learn 
overcomes Moses' disinclination to become 
involved, while Possum's willingness to touch 
overcomes Will's dist.rust. of people. We see 
the new family for the first. time in the 
tornado sequence; scattered everywhere, I.hey 
run for shelter but only after they find each 
member. In the cellar, they huddle together 
(silenUy, of course), and t.he various hand-
holdings and arm-linkings are understood and 
consequenUy ever more powerful. 

When they emerge and find I.he house and 
land badly battered, we might expect. a paral-
lel construction to follow: a new life, a 
new family, but our expect.at.ions are only 
half-met.. Everything is repaired, I.he cotton 
planted, the harvest ready, but conversaton 
is minimized. Perhaps Benton is suggesting 
that the times don't. allow the luxury of 
conversation. Perhaps I.he places in the 
heart are largely silent. But I kept waiting 
for Edna's speech. 

Edna is, after all, I.he character who 
leaves her protected st.at.us as wife and 
becomes head of the household. The changes 
she undergoes are enormous. She accepts 
Moses as a man with knowledge; she learns how 
to bargain wit.h I.he banker, she gambles and 
wins with the dishonest. buyer. She adminis-
ters the beating to her eon that. he says his 
father would have given him for smoking. So, 
I was prepared for this woman who had broken 
through eo many barriers and had broken so 
many rules to break the final one, "Thou 
shalt not speak." 

Alas, Edna does not. And when Moses is 
threatened and almost killed, she acquiesces 
in his decision to leave. Of course, she has 
to: bow can one woman stand up to the KKK? 



Yet, this same woman has stood up to those 
HUme men when they weren't wearing hoods. 
How can she not say something more than her 
"Just remember; you did all this work, and 
it's your success" speech? What ever did she 
tell the children"? How did she explain his 
departure to them? 

The flaw in the movie comes from Benton's 
need to remember Waxachachie with tender-
ness. In a movie that insists upon some sort 
of connection between religion and racism, 
this tenderness seems misplaced. The people 
Benton concentrates on are for the most part 
good-hearted and weJl-int.cntioned. These 
qualities only make their continued silence 
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sinister. The movie's ending highlights the 
problem. Having shown us the results of 
racism (Moses beaten; Will humiliated; the 
new family torn apart), Benton prefers to 
leave us with a surrealistic vision of com-
munion. We hear St. Paul's words, watch the 
good pcoplt? break bread, share wine, and wish 
each other peace. We are, I think, supposed 
to feel "up"--justice triumphant. 

The film does not work for this viewer. 
I felt manipulated. I left the theater admir-
ing the work done by actors, actresses, and 
camera workers and wished the writer had some 
friends to remind him that silence isn't 
always golden and people aren't always dumb. 
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