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investigates how the idea of “Americanness” is questioned in the threestvriter
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“foreignness” in the other writers.
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Introduction

The period after the Civil War can be characterized as a kind of rebirth of the
nation for the American people. In addition to the need to unite the divided nation
again, the United States experienced various social, political, and cultural upheaval
in the period called the Gilded Age and in the following Progressive Era around the
turn of the century. The United States expanded its frontier beyond its national border
to the world at the same time a number of immigrants came into the country, and
these dual movements that were related to the national boundary, both outward and
inward, made it essential to re-define “America” and “American idehiithe
situation is fully summarized by what Alan Trachtenberg calls “the incarporaf
America,” namely the national project of “incorporation on cultural valaes a
perceptions” in order to unify the country in the “decades of swift and thorough
industrialization and urbanization” (3, 5, 7). The national enterprise of unification
culminates at the World’s Columbian Exposition in Chicago in 1893, where “an ideal
shape of an incorporated America appeared in the form of a White City”
(Trachtenberg 8) and which Henry Adams found as “the first expression ofgameri
thought as a unity” (288). After this celebration of the Anglo-American wiat®n,
the United States proceeded to develop a more imperialistic and expansionist
movement.

During the incorporating movement throughout the Progressive Era, the nation
saw various kinds of movements for advancement in terms of race, class, an¢g gender

among them, “[tlhe twenty years on either side of the turn of the twentistlrge



were a period of fundamental change and expansion in the roles and opportunities
open to American women” (Matthews 4). One of the features of the 1893 Chicago
Columbian Exposition was the Women’s Building, which visually presented
women'’s progresSin the Women’s Building, two murals were displayed—-“The
Primitive Woman” and “The Modern Woman”—symbolically representing the
change in the position of women; while the former mural by Mary Louise Hdirchi
MacMonnies-Low illustrates women doing chores traditionally linked with women,
such as nursing children and carrying jars, the latter by Mary Cassat femoals

artists and young women picking fruits of knowledge.

One of the significant images related to a considerable degree with these two
strands at the turn of the century—the incorporating movement of the nation and the
change in gender roles—is that of the “American Girl,” which appearatherican
culture approximately from the 1880s to 1920. Though America from the beginning
had a cultural symbolism of the Virgin Land, the turn-of-the-century cultural
imagination specifically constructs a female figure as a national ithagserves to
establish the norms of race, ethnicity, and gehdére image of the American Girl,
the figure made popular by Charles Dana Gibson'’s illustrations (Figu&es3) that
appeared in the 1890s, was popular in various cultural media—in fine-art, magazines,

and literature—where artists showed their images of the American gahwiore or

! Also, the Board of Lady Managers participated in building the WomenldiBgias well as
the Children’s Building. For more about the Women’s Building atbhdd’s Columbian
Exposition, see Jeanne Madeline Weimann.

2 In fact, at the 1893 Chicago Exposition, people saw “the dominating sixty-fas stat
Daniel Chester French of a female figure representing the Repubiidipgesver the Court
of Honor” (Trachtenberg 222).



less reveal their views of America as well as of the fefha@lee American Girl is
“singled out as the visual and literary form to represent the values of the nation a
codify the fears and desires of its citizens” (Bdmaging2), and such an American
Girl as the Gibson Girl—namely the young, tall, rich, white, unmarried, anchtbdia
beautiful American Girl—served as the ideal model of the progressive and
materialistic society at the turn of the century until it was substitutédebynage of

the flapper in the 1920s.

THE MAGAZINE WITH A MILLION T

T

‘oM MR, g ' PUBLISHED BY' RUSSELL

MR.GIBSON'S AMERICAN GIRL
FEBRUARY 1903 TEN CENTS

THE CURTIS PUBLISHING COMPA!Y \DEI,I’/ILIA//A |

Figure 1. “Mr. Gibson’s American Girl” by C. D. Gibson

(Ladies’ Home JournalFebruary 1903)

3 For more on C. D. Gibson, see Fairfax Downey.



THE
JADIES HOME _JOURNAL
;

APRIL 1895 TEN CENTS
The - Curtis - Publishing - Company - Philadelphia

Figure 2. A cover illustration by C. D. Gibson

(Ladies’ Home JournalApril 1895)

Figure 3. “Design for Wall Paper” by C. D. Gibson

(The Gibson Girl and Her Americkl4)



Primarily, the image of the American Girl serves to deftree American race.
As a rapid increase of immigrants makes the American itgennstable, the
American Girl is illustrated as Anglo-Saxon or Northern dp@an, excluding the
Southern European, the Jews, the Asians, and the African Ametithrspoint that
the icon of the American Girl is to a large extent the idwmalthe model that
suppresses the reality can be found in the fact that most ofatielsyof the popular
image of the American Girl were poor, immigrant girls. Theethodel of Gibson’s
American Girl was Minnie Clark, a beautiful Irish professiomaidel; nevertheless,
her Irishness is erased under the typology of the “American” Girequently
accompanied by illustrations by popular illustrators including Gibs@mynpopular
novels on the American Girl were published, where writers ptesech qualities as
freedom, independence, and innocence in the figure of the white, Saglm
American girl. Thus, the making of the icon of the Americar famctions for the
Anglo-Saxons, who were threatened by the increase of immigtardgfine a “pure
America.” In the nationalistic and imperialistic discouréegh® turn of the century,
the American Girl is often accompanied by the discussion of egnhry theory and
the discourse of civilization. Howard Chandler Christy, a turn-ofetr@ury artist

well-known for his drawings of girls, uses the language of eiwoiuh his book titled

The American Gir(1906), viewing the American Girl as “the evolution of the highest

type of woman-kind the world has ever produced” (11). The icon of theriéam
Girl, through the discourse of evolution which was accompanied by thetdmy

between barbarism and civilization, came to be represented agntelsof the

4 For more, see Martha Baritaaging American WomegRhapter 2.
5 For more, se®avid Jeremiah Slater, Chapter 2.



highest civilization in the world: “She is the culmination of manlgridng struggle
upward from his barbarism into civilization” (Christy 69-70).

As nationalism became stronger and the United States was gradually building
itself into an empire, the icon of the American Girl came to be connectedyclatel
the enterprise of nation building. Figure 4 is an illustration by Gibson published in
Life magazine (the special issue for Independence Day) in 1892. A girl in white is
standing straight up with the national banner at the top, and under her are the
American masses with a vulgar-looking man, a millionaire, a clergyman, among
others. There is a caption under the picture: “With ‘Life’s’ Fourth of July
Compliments to the American Girl.” Also, in the issud.d& which dealt with the
Chicago World Exposition in 1893 appeared an illustration (Figure 5) where girls ar
connected with the national enterprise. Again, a blessed girl in whitéeng wis, and
behind her is the White City, the microcosm of the world which consists of various
pavilions and buildings of different countries or states.

As the United States sought to become an empire, expanding its control to
Cuba, Puerto Rico, and the Philippines through the Spanish War in 1898, the image
of the American Girl was more overtly connected with the nationalistic and
imperialistic discourse. An illustration by Gibson, publishetifa magazine in
1898, shows a tall goddess, “Columbia,” reaching out her hand to a child-like “Spain”
(Figure 6). Participating in the turn-of-the-century imperialistecdurse, Christy
demonstrates not only the unifying, incorporating view of the nation but also the
imperialist idea, stating “the exodus of American Girls into foreign landsicaorst

only hasten that Americanizing of the world” (125); and a popular writer, Richard



Harding Davis, wrote a novel in which the American Girl supports American
expansionism. The icon of the American Girl is thus made into a symbol of
leadership of American Civilization and Americanization. The image of therisan

Girl played a significant role again in evoking patriotic feelings atithe bf World

War [; in addition to numerous illustrations of “Columbia,” who leads American
citizens into war, appearing on cover pages of magazines (Figure 7), Am@nita
posters encouraged American men to participate in the war (Figure 8). Thus, the icon
of the American Girl created in turn-of-the-century mass culture stasgablish

the standard of the American race and feminine beauty and also to consolidate

American nationalism.

Figure 4. “With ‘Life’s’ Fourth of July Compliments to the American Girl

by C. D. Gibsonl(ife, June 30, 1892)
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Figure 5. “To the City of Chicago” by C. D. Gibson

(Life, May 11, 1893; DowneyRortrait of an Eral55)

Figure 6. “Come, Let Us Forgive and Forget” by C. D. Gibson

(Life, August 11, 1898)
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Figure 8. “Gee!! | wish | were a man, I'd join the Navy” by Howard

Chandler Christy (1917). Courtesy of the Library of Congress.



Regarding the visual and literary image of the American Girl, M&Hrda’s
thorough study of the images of American women at the turn of the century and other
works such as David Jeremiah Slater’s study of the cultural creation of thecAm
Girl and Lois W. Banner’s booldmerican Beautyamong others, have examined the
types of American Girl popular at the turn of the century and showed how the image
of the American Girl is culturally constructed as the ideal feminine beauatyas the
model of the materialistic, progressive, and Anglo-Saxon white Ameghitaddition,
chiefly focusing on the literary representations of the young femaleh&ar
Patterson, ilBeyond the Gibson Gjrteconsiders the icon of the modern women
from a revisionist perspective, exploring how the WASP icon of the Gibson Girl is
revised in non-white, non-native-born, and non-Christian writers’ texts that show
various types of modern women in terms of ethnicity, race, and region. This
dissertation, then, aims to contribute to the development of these arguments by
examining the literary representation of the American Girl—the inteoseof the
boundaries regarding nation and gender—in relation to another turn-of-the-century
female image, the New Woman.

While the image of the American Girl is associated closely with thaitlefi
of America, it is also concerned in a complex way with another important aspect of
turn-of-the-century America: the change in gender roles. As mentioned befdre, in t
progressive era of America, an increasing number of women began to enter the public
sphere, and such a change was accompanied by the appearance of the siesalled *

Woman,” who, “rejecting conventional female roles and asserting thhirto a

6 For more on visual images of the American Girl and the New Woman, seeafoplex
Carolyn Kitch and Ellen Wiley Todd.

10



career, to a public voice, to visible power, laid claim to the rights and privileges
customarily accorded bourgeois men” (Smith-Rosenberg“17i6¢y went to college,

had a profession, and were frequently linked with the suffrage movement, the
establishment of working girls’ clubs, and the increase of divorce. The women’s
movement for progress was accelerated by suffrage campaignsabgpeen urban
space® Two organizations founded in 1869—the more militant one, the National
Woman Suffrage Association (NWSA), led by Susan B. Anthony and Elizabeth Cady
Stanton, and the more accommodating one, the American Woman Suffrage
Association (AWSA), led by Lucy Stone—were united in 1890 as the National
American Woman Suffrage Association (NAWSA) and acted energetinadhy

effort to acquire the right to vote, which finally succeeded in 1920. From around
1910, Greenwich Village in New York was especially one of the centers oflradica
movements. Also, in cities, middle-class women organized working girls’ tdubs

help educate working girls, and between club members and sponsors developed “a
cross-class sisterhood” (Murolo 7), where the bond of sisterhood surpassed the class
boundary’ According to Estelle Freedman, American feminism prior to 1920 tended
to be based on separatism, and the turn-of-the-century feminist movemend insiste
the consolidation of “a separate female sphere,” its major achievécf@nt[ing]

less through gaining access to the male domains of politics and the professions than in

the tangible form of building separate female institutions” (514). Furthermbrie, w

7 The first time the “New Woman” is referred to as such is in 1894, aratrticles written by
Sarah Grand and Ouida, respectively, “The New Aspect of the Womatidpliesd “The
New Woman,” but before that there had been a “New Woman” phenomenon, espdigally
the publication of Olive Schreinerhe Story of an African Farin 1883 (Ledger 2).

8 Regarding the history of suffrage and feminist movements, see dimpé Banner,
Women in Modern Americ&hapter 3.

°® For more on Girls’ Club at the turn of the century, see PriscillaoMur

11



the mid-nineteenth-century women’s movements did not necessarily question the
institution of marriage itself, the turn-of-the-century women’s movemarged a
guestion about the system of marriage and about female sexuality. Somectagsile-
women remained Victorian wives and got involved in social work at the same time,
some got divorced, and some, “frequently remain[ing] single,” were involved in
“establish[ing] networks among women” (Todd xxvii, 2). Sharply contrasted with
conventional heterosexual marriage, the sisterhood of New Women living together
was frequently seen especially in urban areas, and was called “Bostaagmar
Boston marriages were not uncommon in the literary field in the turn-of-thergent
America; for example, Sarah Orne Jewett and Annie Fields; a Brititdr Wernon

Lee and Clementina “Kit” Anstruther-Thomson; and Willa Cather and Edith Lewis
The Boston marriage—or strong female sisterhood—is “a |dte@dtury version of
the earlier romantic friendship modified by the women’s new economic
independence” (Faderman “Nineteenth-century” 33), and it was assumed tariaé nat
and asexual until sexologists including Freud at the end of the nineteenth century
called it “unnatural” and linked it with lesbianisth.

The New Woman and her sisterhood to a large extent aroused a fear in middle-
class men with their potential threat to the heterosexual order, and the argbmént
the New Woman is often accompanied by the idea of androgyEspecially in
British mass culture, the New Woman is often connected with sexual deviation,

sometimes linked with dandyism (Figure 9). She is presented as less femmune

10 See also Faderm&urpassing the Love of M&80-205. Faderman deals with the issue of
the Boston Marriage in relation to Henry Jamdgie Bostonians

! Regarding the sisterhood of the New Woman and the issue of leshiaais@arroll
Smith-Rosenberg, the chapter titled “The New Woman as Androgynei Baweder and
Gender Crisis, 1870-1936.”

12



often represented as being among her own sex (Figure 10). The New Woman serves
to make boundaries in terms of class and gender unstasid,“[m]en reacted
passionately by ridiculing these New Women, prophesying that they would make
themselves ill and destroy national life, insisting that they werdlirebagainst

nature” (Bederman 14).

I \Rubbish may be .

shot here?

Figure 9. “Picture by Our Own Yellow-Booky Daubaway Weirdsley, intended as
Puzzle Picture to preface of Juvenile Poems, or as nothing in Particular”

(Punch February 2, 1895)

120n the other hand, the boundary of race was not broken, so the situations wenmardac
complicated with various gaps among the white, middle-class and otherd) thug
dissertation focuses chiefly on the white, middle-class.

13



THE NEW WOMAN.

“YoU 'RE NOT LEAVING US, JACK? TEA WILL BE HERE DIRECTLY |”
“0g, I'M ¢oING FOR A CuP oF TEA IN THE SERVANTS' HALL. I OAN’T GET ON wITHOUT FEMALE SOCIETY, YOU KNow !”

Figure 10. “The New WomanPunch June 15, 1895)

While literary works on the American Girl became popular, those on New
Women were published, too, both in England and America. In England, the
appearance of the “New Woman"—or also called “Novissima,” the “wild wgima
and the “odd woman” among others—in the 1880s and the 1890s made an overt
controversy; and in the literary field, the so-called “New Woman novels’hieeca
popular, written by such writers as Olive Schreiner, George Egerton, and Sarah
Grand®® In these “New Woman novels,” writers portray heroines who reject
conventional marriage and who instead choose to seek professions and an
independent life. In America, such writers as Charlotte Perkins Gilman aed Kat

Chopin portrayed women who reject the traditional Victorian model of True

13 Critics have discussed the concept of the New Woman and the New Wonedginov
England with a little reference to American novels. For examplédrseé. Ardis, Iveta
Jusova, and Sally Ledger.

14



Womanhood in such works as “The Yellow Wall-papétgrland, andThe
Awakeningthe last of which also openly deals with female sexual desire, one of the
essential topics in the New Woman novéls.

In relation to the progressive movement of women and the image of the New
Woman, the American Girl’s position is fairly ambivalent, since in her figwretd
and the new are mixed. In criticism about American women at the turn of the ¢entury
the American Girl has often been included in the category of the New W8man.
Indeed, the American Girl at the turn of the century shows a new female type
different from the Victorian model, which is vividly presented in Caroline Ticlenor’
magazine article published in 1901, where Ticknor contrasts the Gibson Girl and the
nineteenth-century Victorian model of the “Steel-engraving Lady.” &hié only
ambition of “the Steel-engraving lady” is “to bring life and joy and beanitya
household” (Ticknor 107), the Gibson Girl leaves the domestic sphere, goes to

college, and becomes a “comrade” to M&®n the other hand, the Gibson Girl—or

14 Recent critics of American literature have discussed the\WNeman from the viewpoint
of feminist or revisionist criticism. For example, Elizabeth Ammam€§anflicting Stories
examines the works of the turn-of-the-century women writers, who shésdsagbeen
neglected and who shared to a large extent the characteristics of ddeeny\hamely, one
third of them did not marry, most of them were childless, most of them cut tkesf®m
the past (9).

'3 |n her study on non-WASP modern women in turn-of-the-century American lieiatur
Beyond the Gibson GijrPatterson views the Gibson Girl as the dominant type of New
Woman, who is “white, well-educated, frequently single, and politically pssgre”’ (16),
and identifies the American Girl with the New Woman. Jean V.iMaits notes that “[a]s a
type, the New Woman was young, well educated, probably a college graddependent of
spirit, highly competent, and physically strong and fearless” and tifae ‘gvatar of the New
Woman was the so-called Gibson Girl, named for her creator, the ddide€Dana Gibson,
who began to draw her faife magazine in the 1890s” (13).

1% sally Mitchell examines the similar situation regarding youngen in the turn-of-the-
century England, discussing that there appeared a new cultural catetgirihobd—“the
new girl"—in England during the period approximately from 1880 to the First World Wa
who is different from her mother who was brought up in the Victorian period, “occapied
provisional free space” (3) and “has a degree of independence” (9). ifish Bnenomenon
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the popular image of the American Girl—still reflects the expectatiolneof t
community as they belong to the heterosexual system, do not raise their voices about
women’s rights, and are to get married in the end. Hardly radical as she s, she i
“rarely portrayed as a working or college woman” and is “never showed [. . .] as a
settlement house or social worker” (Banmemerican Beautle56). Christy

emphasizes in his bookhe American Gir(1906), that the American Girl has “not
been unsexed, she has not been transformed into the bachelor girl, nor yet into the
short-haired suffragist” (106). The American Girl “ha[s] to be visiblyifene, thus
eminently marriageable” (Bantanaging109). In the natural course of events, the
books on the American Girl almost always end with her marriage, while, in the turn-
of-the-century discourse of the New Womanhood, “[tlhe Woman Question is the
Marriage Question,” as New Woman novel writer Sarah Grand stated (‘e N
Aspect” 276)'" Christy ends his book with the image of the American Girl as the
Bride, who, he says, “exchange[s] the independence of her girlhood for the more
dignified if less free state” (154%) also, popular American Girl stories by such

writers as Richard Harding Davis most often end with the American Girl’'syhapp

marriage. Because American girls married in the end, these imaggsmagard

Mitchell focuses on can be applied to a large extent to the turn-of{tihergéinited States:
young women began to go outside the house, to have higher education, to play tenmis, and t
ride bicycles. What is interesting, however, is that in the United Stetagrls are often
called the “American Girl,” instead of the “new girl”; they are oaélized. InThe American
Girl, Christy reads the American Girl's freedom and “the power of self-dbag) as the
distinctive nature of America. She is “the nation’s pride”; isH#iss America” (Christy 62,
101). Here the issue of girlhood, or of gender, is transformed into the issu@ohaoat,
and, in this strategy, the young female’s independence and freedom are raedegar
problematic and dangerous because they are categorized as “American.”

17 In her another essay, “The Modern Girl,” Grand states that the “stajpaviince in
marriageable women used to be called innocence” (706).

18 Also, the title of the final chapter of Alexander Black’s book on the#gar Girl titled
Miss Americas “And So They were Married.”
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American girlhood as a temporary freedom outside her home—*“a period of outing
and fancy-free days [which] should intervene between graduation and the time when
the responsibilities of life are assumed” (Christy 42). In this respedig itutn-of-
the-century discourse, the popular images of the American Girl partgseped the
characteristics of the New Woman but at the same time served to domékeoatéf

the New Woman challenges, destabilizes, transgresses, or subverts boundaries, the
American Girl serves to define and stabilize them. Considering that the ptypofar

the American Girl covers almost the same period as the rise of women’s
movements—the 1880s to 1920, the image of American Girl can be said to function
politically as part of a strategy to show women'’s increasing power and atrike sa
time to repress it. Though they are not Victorian “little women” any nibeg, still

belong to the conventional marriage plot where a girl is to be a wife/mothen and i
this sense their being called “girl” is essential because a fgidkpected to marry in

the end, though the actual situation of turn-of-the-century girls was more catagli
because a young woman “could reject marriage in pursuit of a caree€rfiad

SurpassingL78)*°

¥ Indeed, at the textual level, there often is a certain distinction in thef theewords
“woman” and “girl” in the late-nineteenth-century publications in AreeriFor example, the
second chapter dfliss Americaby Alexander Black, “The Twig,” consists of conversations
between the writer and the “Professor,” who can be seen as a Newn\W&imeais “the
educated woman” (24) and “knows the past like a book and the present e €23).
Stating that “I am simply a Person” (27), she insists on the equatwgée men and women,
and does not intend to marry at all. Then, the Professor is called “a young'w@gjan
never “a girl,” while the author uses the word “girl” and the ‘&inan Girl” frequently in
other parts of the work. Certainly, there is a distinction between thean” and the “girl.”
Also, in writings about the limitations of the female and about dungetelated to the
women’s movement, authors often use the word “woman” and almostuss/éne word
“girl”; for example, The Emancipation of Woméy J. Gibson (1894) and théomen’s
Journal published by the American Woman Suffrage Association from 1870.
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In addition, while the New Woman is sometimes connected to sexual deviancy,
one of the most essential aspects of the American Girl is her virginal mogcene
feminine iconography of the nation was not a unique product of turn-of-the-century
America; for example, France, whose ideal of liberty the United Statesdaelead,
had the female allegory of the Republic, especially popular around the time of the
revolution in 1789. The feminine body “worked to consolidate passionate attachments
to home and homeland” and such iconographies as “Liberty, Republiadpatrie
(“the fatherland”)” resembling “antique goddesses” were creataddgs 2). The
female iconography functioned in inviting “even women'’s identification with the
project of nationalism,” but, more importantly, it had a significant role in “the
dynamic consolidation of a new national (hetero)sexual identity” (Landes 18, 22)

Like late-eighteenth-century France, late-nineteenth-century Aamereated the

feminine iconography that modeled ancient goddesses such as Diana and Minerva.
The difference between the two allegorical bodies of the nation, however, is that the
French one was “the seductive body,” which was portrayed as nude or semi-nude, and
aroused “the erotic dimension of modern patriotism” (Landes 22), while the

American version is never sexual, but an innocent American “EgiAI‘So, one of the

20 This gap can be largely attributed to the difference between the Rontatic€Cand the
Protestant; in the late-nineteenth-century United States, thoughi&tystlid not have so
much influence as before, the Protestant idea of morality regdetimade sexuality still
prevailed. In his famous essay “The Dynamo and the Virgin” (1900), Henry Aglamsotes
this difference: in America, the woman is made sexless and powerlessmfiance, the
woman “still seem([s] potent, not merely as a sentiment, but as a {8&% In Europe,
“neither Diana of the Ephesians nor any of the Oriental goddesses wagwedsfor her
beauty,” he declares, “She was goddess because of her force; she wandbedadynamo;
she was reproduction—the greatest and most mysterious of alleneiyshe needed was to
be fecund” (321). On the other hand, “American art, like the American langnage
American education, was as far as possible sexless” and “the monttdginegiade
American female had not a feature that would have been recognized by(88an821).
Using the phrase “the monthly-magazine-made American female,” Agaims out the
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most popular young female images in the turn-of-the-century England wad tha
Salome, whose sexual power threatens the male (Figufé Altgrnatively, a
number of covers of American periodicals offer pictures of the Americamir
various illustrators (Figure 12), most of which stand “in her crystalline, virgtate”
(Bantalmaging109), and even when writers and illustrators show the power of the
female over the male, they seldom show it as a sexual decadence. Gail Bederma
discussing the turn-of-the-century middle-class men’s attempt to buildnessli
provides a view to connect the discourse of civilization with the issues of gender and
of race. The change in economy and the increase in the numbers of working class,
immigrant men and progressive women in the late nineteenth century came to
undermine middle-class men’s manliness, and middle-class men, in order t® restor
their manliness, developed the discourse of civilization which connects “both male
dominance and white supremacy to a Darwinist version of Protestant millenriiali
(Bederman 25%* The highly feminine and innocent icon of the American Girl served
to stabilize not only the boundary of race and ethnicity but of gender—in one sense
making stable the “separate spheres”—and largely contributed to this setefpr
building a white, male American Civilization.

Thus, the point is essential that the popular image of the American Girl at the

turn of the century presents not a girl child but exclusively a young woman at the

sexless and thus powerless nature of the American Girl.

21 Bram Dijkstra explores the development of misogyny in Europe and Ansgrike turn of
the century by examining various literary and visual works as well attificiavritings.

22 According to Bederman, the 1893 World’s Columbian Exposition vividly shows “how
‘civilization’ built hegemonic male power out of white supremacy andutiaolary
millennialism—as well as how feminist and antiracist challengdsatopower could be
mounted” (31).
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Figure 11. “The Peacock Skirt,” an illustration falome

by Aubrey Beardsley (1893)

LI Ten Cents
= 1 < TR

Figure 12. A cover fronthe Ladies Home Journal

by Albert Lynch (August 1895)
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marriageable age, namely the new cultural category of “girlhood"—"nceloamg
child, not yet a (sexual) adult” (Mitchell 3). As is hinted in Christy’s natienaand
rather paternalistic description of the American Girl, the ambiguitgrdagg the
“American Girl” is closely connected with the transitional nature oftfigod.” The
turn-of-the-century idea of girlhood is contrasted vividly with that of the mid-
nineteenth-century, Victorian culture. While the Victorian idea of girlhooohses
the coming marriage and motherhood, the social change toward the turn of the
century complicates the idea of girlhood and offers girls various options other than
the one of miniaturized domestic mother. The option for turn-of-the-century girls was
not one but plural; and “girlhood” at the turn of the century is the period when girls
have to, or are able to, make a choice—whether they marry or not, whether they have
a heterosexual marriage or a Boston marriage, whether they have prifeganot,
and whether they become “American” or not. In this respect, the icon of thecamer
Girl as a custodian of boundaries is undermined, since American “girlhood ciself
be seen as something unstable, transitional, and hardly homogeneous. The matter,
moreover, becomes fairly complex since the options are not necessarily binary—
whether she becomes a traditional, domestic wife/mother or a New Woman who
challenges the traditional idea of marriage; or whether she becomes<Ameri
not—but rather complicated; that is, the two options, to varying degrees, are not
clearly separated, and, in this respect, the category of “girl” funcii®massite where
various boundaries are negotiated.

This dissertation, then, will examine how this complexity in American girlhood

is explored in literary representations of the American girl in the workseé t
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writers around the turn of the century—Henry James, Edith Wharton, and Willa
Cather—investigating the ways in which these writers’ American igidst to the
popular typology of the American Girl and to the ideology it embodies, and tle way
in which their girls raise questions about the idea of nation as well as teaer.
While various writers deal with the representation of girls or women atithet the
century, this dissertation focuses particularly on three writers who presages of
girls in close relation to the idea of nation in the cosmopolitan situation and in close
relation to the complex situation about girls’ “choices.” On the one hand, the image of
the American Girl formed in the popular culture embodies the standard of beauty as
well as that of nation, and functions to define and observe the boundaries of gender,
race, and nation; on the other hand, the “girls” represented by these waters ar
marked by an ambivalence that reveals the instability of the standaragservaise
a question about the very boundaries that were culturally (or socially) formed.

In the first chapter of this dissertation, | will briefly examine salvexamples
of girls represented in American literature from the Victorian era tautheof the
century, indicating how the idea of girlhood became more and more complicated,
namely, how girls come to have multiple options and how popular culture
nevertheless tried to pigeonhole them into one category, “the marriageable girl
whose image serves to make stable the boundaries in terms of gender, race, and
nation. The following three chapters will explore the ways the texts of thresgsyr
who frequently set girls at the center of their fiction, make the pattehe Shappy
marriage” unstable in the American Girl stories and also raise a qudstionthe

idea of America. In making the point that their girls serve to show their ideas of
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“Americanness,” the writers share something with popular novelists, whbeigmnh
of the American Girl to deal with the issue of nation; however, the ideas of
“Americanness” embodied by their girls are different from the onegssepted by
the popular icon of the American Girl. Also, their “American girls” are more
complicated than their sisters in popular fiction in terms of gender. The thteesivri
works often juxtapose two options for girls—to be a conventional wife/mother or to
be a New Woman, to have a heterosexual marriage or to have a Boston marriage—in
ways that create tension and make the issue remain open. Their works about
American girls do not follow in a completely positive way the pattern of the
American Girl stories, where girls live in a heterosexual society ang mappily in
the end; and yet, they are not totally synonymous with the New Woman novels,
whose heroines seek their profession and remain single or in sisterhood. Different
from the popular fiction about the American Girl or from the New Woman novels, the
three writers’ texts do not get completely committed to either the hetesadse
marriage or the Boston marriage, leaving open the issue of choice oflshd logir
American girls serve to reveal the complexity and instability of bourslesiéch the
turn-of-the-century America’s cultural/political “incorporatingiterprise ostensibly
succeeded in erasing.

The second chapter will deal with Henry James’s revision of his American
girls. Though James’s creation of Daisy Miller became one of the most pbwerfu
triggers for the image-making of the American Girl in turn-of-the-centapufar

culture?® his American girls are continuously revised so that they reflect but do not

3 Also, after the publication of “Daisy Miller,” a number of manuals warelished for
young girls around the turn of the century, where Daisy is mentioned aatavaexxample.
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simply follow the contemporary icon of the American Girl. Though criticism of
James’s American girls has tended to focus on his earlier Americand®gnich as
Daisy Miller and Isabel Archer, the innocent and independent Americanagid
embody Tocquevillian democraé¥it is worth noting how James changes—or
revises—the image of his American girls. Also, while critics have thotgugh
discussed the connection between James’s portraits of American girls and his
deceased cousin Minnie Temple, | will instead examine the connections James’s
American girls have with the culturally constructed icon of the Amer@al at the
turn of the century. After briefly examining his earlier American gtHe chapter
will focus on “Pandora” (1884) anthe Bostonian§1886), which are set in the
United States and were written just after James went back to Americagartpe
1880s. In these “vergxmericantale[s]” (CN 20), James’s portraits of the American
girls are considerably changed, reflecting more the contemporary satiallaumral
context in America and revealing his awareness of the change in womes'simol
The Bostoniansa tension is created between heterosexual marriage and Boston
marriage (or the discourse of the American Girl story and that of the Nawaw),
and the idea of American democracy is investigated in a different way froesda
previous works. The last section of this chapter exanlihesGolden Bow(1904),

which can be regarded as another “very American tale” by James, iatiestigow

For more about these manner manuals for American girls, see SlapteiCha

4 For example, Patterson separates James's earlier Ameirisainogn the image of the New
Woman: “the image of the New Woman has too often been conflated with nifecaigfly
different vision of the 1880s American Girl, which Henry James and Willaan Howells
imagined. Both Daisy Miller and Penelope Lapham are more naive andhaarthe savvy,
statuesque New Woman in the marketplace” (15). Patterson, however, dadfemtat the
change in James’s American Girl in his later career, for examphertgsican girl's
involvement with the New WomanhoodTime Bostonians
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his representation of the American girl serves to raise a question abouttloé tide
American civilization.

The third chapter will focus on Edith Wharton's critical representations of the
American girl, discussing chieflfhe House of Mirtt§1905) and brieflyrhe Age of
Innocencg1920). Wharton’s American girls are most closely related to the ciytural
constructed icon of the American Girl, with which Wharton plays in the novels whose
settings are closely connected to her own girlhood, Old New York, where she was
trained to be an American Girl. As critics have discussed, the issue of gender, or t
limitation of American women, is situated at the center of Wharton’s workshand t
idea of feminism found in Wharton’s works is complicated, since Wharton distances
herself from the women'’s political movement in her life while her novels funcsion a
a critique of the fantasy of the ideal female constructed by sotietytHouse of
Mirth (1905) presents a tension between the American Girl and the New Woman in
Lily’s relationship with Gerty and her “Girls’ Club,” where Wharton seems hal
unconsciously or secretly to explore the potential option for the Americao diel &

New Woman who lives for her sisterhood instead of seeking a conventional marriage.
The chapter also examines brieflge Age of Innocen{@920), where Wharton’s
exploration of the American girl and the New Woman continued to be found in quite
a different way fronThe House of Mirth

The fourth chapter focuses on Willa Cather’s “not-American” girl s$orie
exploring the ways in which her “not-American” girl stories revise tl@ary
American Girl stories, presenting her idea of multicultural America.chiater first

examines some short stories and earlier novels, investigating how Caitter's g
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deviate from the model of the American Girl, and how her “not-American” girl
successfully transcends the boundary in terms of nation and gender as well as
presents a modernized version both of the American Girl plot and the New Woman
plot. Then, this chapter will deal witly Antonia(1918), which, with a framed
structure, highlights the idea of figure-making and shows two pairs of pqrivaise

not only two options for girls coexist but also the idea of New Womanhood is
explored. From Jim’'s romantic portrait of a Bohemian girl Antonia, who becomes the
Earth Mother, emerges another (self) portrait of Lena, a New Woman. lioaddit
Antonia is contrasted not only with Lena but also with Mrs. Jim Burden, a childless
wife and an active feminist, whose portrait reflects the idea of radieal Ne
Womanhood found in Greenwich Village, where Cather lived when she Myote
Antoniaand where active women’s movements developed. Cather, contrasting two
kinds of “Bohemia” represented by Antonia and Mrs. Burden, seems to show a
negative reaction to the radical social movement which was active in Greenwich
Village, the American Bohemia.

Chiefly focusing on the gender aspect of the American Girl, | will alsoéxe
how the idea of “Americanness” is questioned in the three writers’ works, showing
how the Jamesian idea of Americanness is presented by the image ohfiessigjin
the other writers. As manuals for girls with “anti-Daisy Millenisbecome popular
and the standardized images of the American Girl permeate the popular culture
around the turn of the century, James’s romantic idea of the American Girl, who is
morally innocent and more “a child of nature” than the model of civilization, appears

more complexly in Wharton’s and Cather’s works, where two ideas of “Amierica
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create a tension. In the figure of Lily are mixed the Jamesian idea ofrtagcan

girl, based on innocence and morality, and the Gibson type of American girl, the
product of the Gilded Age; in the materialistic, progressive society, Ljigasning

for freedom, which would be at the center of James’s American Girl, is regarded as
“foreign.” Then, while the Jamesian ideal of America is shown as the “foregs”

of the American girl in Wharton’s novels, Cather shows it in her “not-Amérgials

in what Randolph Bourne called the “Trans-national America.”

Taken together, the “American girl” novels of the three writers complexI
create tension and raise questions about girls’ choices that are never soltedh&Vhi
powerful image of the American Girl in popular culture serves to standardize and
stabilize boundaries, the three writers’ “American girls” make variousdzoigs
unstable and reveal the complexity and instability which is seemingly sapgrieg

what Trachtenberg calls “the incorporation of America.”
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Chapter One: No More “Little Women”

In nineteenth-century Victorian culture, the idea of girlhood is connected
directly with motherhood. Victorian texts tend to present a girl as ataitded
woman by “constructing the girl as an idealized woman in waiting” (Davés8), and
illustrate the “girl’s journey from marriageable to married, maittematron”
(Vallone 2). The Victorian idea of girlhood premises the coming marriage and
motherhood, and girlhood in Victorian novels tends to refer to younger ages than in
the works at the turn of the century. For example, Ellen Montgomery in Susan
Warner'sThe Wide, Wide Worl(l850), orphaned as a little girl, learns domestic
work and the virtue of self-denial, and, following the lessons of her dead mother and
the Humphreys, becomes a good Christian wife (Figuréli8)a Victorian model of
girlhood, there is little gap between childhood and girlhood, and childhood/girlhood
—or the period of a “little woman”—is closely connected with the cult of True
Womanhood. On the other hand, there is no necessary transformation from a girl to a
wife/mother in the later nineteenth century; the case becomes more coacpdisa
girl comes to have possibilities either to become a wife/mother (& Woman) in
the traditional sense or to become a New Woman. In the following pages, | wil

briefly examine the increasing variety of girls’ options by looking at sexaenples

25 Also, it is interesting that at the end of the novel Warner shows @uidé¢ionalist idea
through Ellen—an American child. In Scotland, the Lindsays—her “parentg'te-8eparate
Ellen from the American way of life and she resists, insisting on #argrss of Washington
and the American idea of freedom. In that the American girl embttbasationalist
discourse, Ellen can be linked with the American Girl at the turn afehtury; at the same
time, however, the virtue for a girl/’woman emphasized in this novel ieligeiance but
rather self-denial and domesticity.
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presented in post-Civil War American literature.

Figure 13. An illustration forhe Wide, Wide World

1. Little Women1868-69) and options for girls

Louisa May Alcott'sLittle Womenwhich was published just after the Civil
War, can be seen as a transitional novel in a significant way. The novel deals with
four sisters’ transitions from girlhood to womanhood, and four girls as “litilaen”
show four options for girls—to be a Victorian, domestic wife/mother (Meg), a New
Woman who has an occupation and possibly remains single (Jo), a Victorian self-
denying and dying child (Beth), and an American Girl who travels abrogmsea
social life, and marries in the end (Amy). Alcott’s characterizations ofdigters
reveal that the idea of girlhood in the later nineteenth century no longer refers only t
a “miniaturized woman/mother” but to something more varied.

One of the major issues of the novel is that Alcott makes Jo “an experimental
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heroine through whom Alcott can explore the tensions of female experience in
nineteenth-century America [. . .] between being a dutiful member of woman’s sphere
and being an independent, self-reliant woman” (Estes and Lant 568). Almost
throughout the novel, Jo is portrayed as a girl who does not fit the norm of a Victorian
girl expected to marry and become a True Woman. When Laurie proposes ejarriag
she declines, saying, “| don’t believe | shall ever marry; I'm happyaas and love
my liberty too well to be in any hurry to give it up for any mortal maw@87). At
the same time, however, Jo is conscious of her gender role—or the limitations of her
gender. When Laurie proposes to Jo to escape together after the quarred with hi
grandfather in Part 1, Jo tells him she cannot because she is a “girkva# & boy,
we’d run away together, and have a capital time; but as I'm a misgjdblemust be
proper, and stop at homd”\V 168). In the end, then, she changes her mind and
decides she would like to marry, saying, “An old maid—that’s what I'm to be. A
literary spinster, with a pen for a spouse¥\(342). Finally, she “shouldolike to be
a mother to” the students of the school which Professor Bhaer and Jo willLiwvild (
374); Jo, who has the most masculine name of the sisters and who was once “the man
of the family now [that] papa is away.\\V 14), becomes in the end “Mother Bhaer”
at “a happy, home-like place for boy&W 376). Jo marries and ceases to be a single,
professional writer—namely a New Woman. As Angela M. Estes and Kathleen
Margaret Lant argue, Alcott might “realiz[e] the dangers for a aoof nineteenth-
century America in advocating such potentially liberating attitudes too G&6K).

At the same time, it is worth noting that Jo presents not only the possibility of

becoming a New Woman but also the potential replacement of marriage by a strong
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sisterhood—or a potential Boston marriage. Jo is not only unwilling to marry herself
but quite dissatisfied with the idea of Meg’s marriage. In Part 1, Jo occégional
laments Meg’s becoming a “woman”; for example, “Jo bent over her work to hide the
trembling of her lips; for lately she had felt that Margaret was fashgeéo be a
woman” LW 126). She cannot happily accept the fact that Meg and John love each
other, and is quite shocked to see the couple after her aunt failed to dissuade Meg to
marry John: “it certainlyvasa shock to behold the aforesaid enemy serenely sitting
on the sofa, with the strong-minded sister enthroned upon his knee, and wearing an
expression of the most abject submissidriWW(183). In the last happy picture of the
family gathering at Christmas at the end of Part 1, only Jo is not compiejgby:
“It never can be the same again. I've lost my dearest friend,” sighed\\0184).

Indeed, Jo shows her strong—rather too strong—feeling of sisterhood with
Meg; she says, “You'd laugh to see Meg head the table, and try to be motherish. She
gets prettier every day, and I'm in love with her sometime®V {38); then, “I just
wish | could marry Meg myself, and keep her safe in the famiilW {61).Her
strong feeling toward her sister is not necessarily homosexual love butasibre of
strong sisterhood, for in another part Jo shows her desire for Meg’s marriage to
Laurie: “I understand, mother, and quite agree; but I'm disappointed about Meg, for
I'd planned to have her marry Teddy by and by, and sit in the lap of luxury all her
days” LW 162). Jo’s relationship with her sister shows the possibility peculiar to the
turn-of-the-century girls, namely, the possibility that the strongrestel—or the
Boston marriage—may replace the heterosexual marriage. Refusing torgeti nda

seeks her everlasting sisterhood with Meg in Part 1; then, in Part 2 her rélgtions
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with Beth is repetitively foregrounded. It is highly significant that iust pfter Beth

dies that Jo comes to desire marriage. In the novel, Alcott juxtaposes hetalose
marriage and a strong sisterhood as equal options for girls. Though the ending shows
a rather conventional picture for girls, Alcott is fully aware of the modetietyaof

girls’ futures and of girls’ possibilities not only to become a New Womarnobdve

a strong sisterhood that would replace and possibly threaten heterosexuagemarria

2. A girl becoming a New Womam Country Doctoi(1884)

While girls inLittle Womershow new possibilities for girls though following
the conventional pattern of marriage in the end, the girl in Sarah Orne Jéwett's
Country Doctorchooses not to marry but to be a lady doctor, namely, a New Woman.
Jewett is fully aware of the concern peculiar to the turn-of-the-cenitligng raises
a question about whether a girl becomes a traditional wife/mother or a Newn)Noma
juxtaposing two options for her heroine.

Being an orphan and brought up by Dr. Leslie, Nan Prince gradually makes up
her mind to become a woman doctor, and her decision to be a doctor is repeatedly
described as her rejection of marriage. Whether she gets married or become
woman doctor is regarded as an either-or question, and Jewett clearly juxtaposes tw
options. In Dunport, all the people tell Nan to quit studying and marry, and indeed
Nan’s strong will to be a doctor is briefly weakened by her relationship&atrge
Gerry:

Her old ambitions were torn away from her one by one, and in their

place came the hardly-desired satisfactions of love and marriage, and
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home-making and housekeeping, the dear, womanly, sheltered fashions
of life, toward which she had been thankful to see her friends go hand in
hand, making themselves a complete happiness which nothing else
could match.S343-4)

But after getting the letter from Dr. Leslie, Nan returns to her fostate of mind,

and decides to go back to Dr. Leslie’s in Oldfields.

The tea scene in Chapter 18 dramatically shows the gap between Nan and
people in Dunport, between the new and the old in terms of gender role. Mrs. Fraley,
who is upset to hear that Nan is studying medicine, plays the part of embodying the
traditional Victorian idea of girlhood/womanhood: “In my time,” Mrs. Fraley
continued, ‘it was thought proper for young women to show an interest in household
affairs. When | was married it was not asked whether | was acquainted with
dissecting-rooms’”NIS325). She repeatedly insists that “a woman’s place [i]s at
home, and that a strong-minded woman [i]s out of place, and unwelcome
everywhere” NS326). To Mrs. Fraley and to Dunport, “a young man’s position is
very different from a girl’'s” and it is impossible for “a refined githavbears an
honorable and respected name to think of being a woman doctor”; in other words, it is
“quite unnatural” NS327). Jewett’'s use of the word “unnatural” here is very
meaningful, considering that the contrast of “natural” and “unnatural” was a
widespread expression at the turn of the century in discussing the gender norm. To
Mrs. Fraley’s argument, then, Nan retorts that she “do[es] not wish to be manded,
do[es] not think it right” for herNS328). She presents a positive view about “people

who are eager for reforms” and who “have to fight against opposition and ignorance”
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(NS326), and opposes conventional stereotypes of gender role: “It is no use to treat
all the boys and girls as if nature had meant them for the same business and
scholarship, and try to put them through the same drill, for that is sure to mislead and
confuse all those who are not perfectly sure of what they wisi®326). Vividly
contrasted with Mrs. Fraley’s daughter Eunice, who is a traditiondé ‘Witbman”
(NS322), Nan breaks the conventional notion of womanhood. It is right that Mrs.
Martin says, “you’'ve made 0’ yourselfNS368); Nan is a self-made woman.
Moreover, Jewett connects Nan’s becoming a doctor (and a New Woman) with
the discourse of nation. Miss Prince, Nan’s aunt, who strongly objects to Nan'’s
becoming a doctor, is described as “a proud and stately woman of the old New
England type: more colonial than American perhaps, and quite provincial in her
traditions and prejudicesNS273). In contrast, Dr. Leslie, who supports Nan's
decision to be a doctor, is illustrated as independent: “Separated as he wéaefrom t
groups of men and women who are responsible for what we call the opinion of
society, and independent himself of any fettering conventionalities, he had grow
careless of what anybody might sai'S262). Considering that Miss Prince is
regarded as “more colonial than American,” Dr. Leslie can be seen in asweayore
American than colonial.” Whether Nan chooses to marry or to become a doctor is
parallel to whether she chooses Miss Prince or Dr. Leslie, and, by choosintgethe la
Nan becomes “more American than colonial.” Thus, Jewett adopts such very
American ideas as “independence” and “self-made” in illustratind a/go becomes
a New Woman.

Celebrating Nan’s decision to be a doctor, the novel presents a possibility of
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changes in gender norms. For example, Dr. Leslie tells his friend tldo[es]n’t

care whether it's a man’s work or a woman’s woilkS@15). His friend Dr. Ferris

further says that “the feminine intellect is the high&S@18), and encourages Dr.
Leslie to “push your [his] little girl ahead if she has the real fitnddS217).
Nevertheless, Jewett does not make her heroine’s decision totally subveisilee. W
Nan chooses not to follow the conventional pattern for a girl, her choice to become a
New Woman is illustrated as exceptional. Nan admits that marriage&feal

condition of life, which permits a man to follow certain public careers, and forbids
them to a woman’NS329), and emphasizes that her decision is not generally the
right one for women: “I won’t attempt to say that the study of medicine ispepr
vocation for women, only that | believe more and more every year that it is the prope
study for me” NS328). Dr. Leslie tells Mrs. Graham that “Nan is not the sort of girl
who will be likely to marry” NS234). He continues, saying that “[w]hen a man or
woman has that sort of self-dependence and unnatural self-reliance, it skedws its
very early” and that he “believe[s] that it is a mistake for such a womanrtg’ma
(NS234). Because of her “unnatural self-reliance,” Nan is supposed to be free from
“the business of housekeeping and what is called a woman’s natural W&R34).

To Mrs. Graham’s question, “don’t you think that a married life is happieNt®” (

234), then, Dr. Leslie both admits and denies, saying Nan’s case is exceptional and “a
rule is sometimes very cruel for its exceptio$5@35). Again, Dr. Leslie tells his

friend Dr. Ferris that Nan “is n't like the usual village school-girl,” ethis repeated
when the narrator shows that Nan’s friends at school know “that she [i]s not a

commonplace girl’S212, 249). It is “her own individualityNS212) that leads
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Nan to the life of a New Woman. Thus, Jewett creates a heroine who chooses an
unconventional way of life though she does not necessarily subvert the conventional
idea about gender roles nor attempt to be radical.

In noting the transitional nature of this novel, it is also significant that, though
Nan is regarded as “self-made,” the novel shows some power beyond an individual's:
God. Nan mentions the name of God in discussing whether the occupation of doctor
is good for women: “God would not give us the same talents if what were right for
men were wrong for womenNS327). Nan views her own choice as her vocation:
“If He meant | should be a doctor,’ the girl told herself, ‘the best thiranldo is to
try to be a good one”NS270). As the power of God and Christianity prevail in the
story, The County Doctomay not be completely modern but is transitional; however,
it still can be seen as considerably modern in presenting a girl who becomas a Ne

Woman.

3. The American Girl Abroad and the turn-of-the-century icon of the Americdn Gir
As America saw social and economic changes in the late nineteenth century,
many daughters of the nouveau-riche went abroad to see the world, and various
popular writers wrote about the “American Girl Abro&fiSarah A. Wadsworth, in
“Innocence Abroad: Henry James and the Re-Invention of the American Woman
Abroad,” challenges the view that had been generally accepted that Jaemeyg is

the inventor of the American Girl abroad. Wadsworth points out that many writers

26 Yuko Matsukawa discusses the image of the American Girl traveliggrope and the
cultural conflict between the New World and the Old World in the worlisen by several
writers including Constance Fenimore Woolson, Frances Hodgson Burnett, agd) biees
among others.
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before James, especially female travel writers, had written abo@triedcan girls
abroad and compares “Daisy Miller” with one of the “American Girl Abtchories
by Mary Murdoch MasornMlae Madden: A Storfd876). Though the backgrounds
and the plots oMae Madderand “Daisy Miller” have something in common, there
are marked differences between them. The girlhood represeriskiMaddens
closer to that in the Victorian novels; there, girlhood is rather equal to childkiaed.
Maddenis a more Victorian—or a transitional—tale also in that, though Mae is partly
a “flirt” and restless as Daisy is, she is different from Daisyévlilh that she always
knows that she is wrong. She “blushelflagMadde3) when looked at by an
Italian man, and she feels embarrassed when she gets too familiar with Befo:
there suddenly swept over her the knowledge that this new friend, this sympathizing
soul, was an unknown man, and that she was a girl. What had she done? What could
she do? Confusion and embarrassment suddenly overtookMee"Nladdert7).
Finally, the biggest difference is that Mae Madden matrries in the end. Mae,agho w
a wild child, promises to become a model Victorian woman: “I am going to grow, if
can, unselfish and sympathetic, and perhaps, who knows, wise, and any way good”
(Mae Madderi76). Unselfishness and sympathy are very typical Victorian virtues for
womanhood, and, in this sense, the girlhood represented by Mae can be seen as a
variation of Victorian girlhood.

What is important, however, is that Mae’s marriage is deeply linked with
nationalist discourse. When Norman Mann comes to Sorrento and finds her with
Bero, the two men are sharply compared and the superiority of the Americas man

underlined: “He [Norman] stood as firm and hard and still as a New England rock,
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while the Italian swayed lithely as he pulled the oars, with the curve and mo#aon of
sliding, slippery stream™fae Madderl68). To Norman, who stands “erect, with
folded arms and head bared,” Mae cries, “Take me home,” and after leavingnBero
learning of each other’s feelings Norman lifts her “in the strong, manig"aMae
Madden167, 169, 184). The image of manly Norman Mann—which is clearly
symbolized in his name itself—is similar to the Gibson Man, who is to be created in
turn-of-the-century culture as an ideal match for the Gibson @t Madderends
when Mae, an American girl who was interested in Italy and wanted talizailzed,
finally realizes that she loves an American man and chooses him as a husband,
serving to create a nationalistic discourse.

The nationalistic ending of the “happy marriage” of the American Girl and the
American Man continued to form the pattern of the American Girl staki€sir
Barbarian (1881) by Frances Hodgson Burnett portrays an American Girl abroad
named Octavia Basset, who visits her English aunt living in a small country town
Slowbridge. Octavia is “the most extraordinary-looking, young lady” anditess is
“so very stylish that it [i]s quite startling in its effect” for town peof\eHair
Barbarian9). Not only Octavia’s dress but her open and independent behavior
surprises and shocks them. She does not care for the convention of the traditional
society and freely goes out with a young gentleman as Daisy Miller lthod® end,
however, Octavia’s fiancé Jack arrives from America to pick her up and the story
ends with the “happy marriage.” Jack is “a tall, bronzed young mandcéaiie finest
fellow in the West” A Fair Barbarian254), and said to possess silver mines and

have even “done something in diamonds, in BraAlFgir Barbarian257). Like Mr.
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Mann in “Mae Madden,” Jack is described as a masculine man who embodies the
American dream in the discourse of the Progressive Era; and the martiagerbe

the American Girl and “Mr. Mann” serves in a stronger way to promote a
nationalistic discourse of progressive America.

At the turn of the century, the icon of the American Girl | mentioned in the
Introduction was created in various media, and the American Girl in popular fiction,
often accompanied by illustrations, played an essential role in showing thra phtte
the “happy marriage” and also in inspiring imperialistic nationalism. Otigedbest-
selling writers at the turn of the century and a friend of Charles Dana Gibdarf a
Theodore Roosevelt, Richard Harding Davis, serves to expand the image of the
American Girl in the nationalist discourdéhe Princess Alin€l895) is a story of an
American painter, Morton Carlton, who seeks the love of a German aristocratic
beauty Princess Aline, follows her to Europe, but finally chooses his American
companion traveler Miss Edith Morris as a wife. In this novel, the American girl
presented by Davis resonates with the image of the Gibson Girl. At the scene of the
ball, when Carlton realizes his feelings toward Miss Morris, she is ded@iba
taller, fairer, and more radiant personagei€ Princess Aliné45), accompanied by
an illustration by Gibson (Figure 14). At the end of the novel, then, Princess Aline
tells her sisters that Carlton has become engaged with “that beauti@rloan girl”

(The Princess Alin@61), which underlines the contrast between the European Lady
and the American Girl, and the marriage celebrates American democracy ove
European aristocracy.

In Soldiers of Fortun€1897), Davis uses a similar patternftee Princess
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“IN THE QUEEN'S GARDEN”

Figure 14. An illustration fofhe Princess Alinby C.D. Gibson

Alinein a more nationalistic and imperialistic tone. Set in a South America dominated
by Spain, the novel has a style similar to Western novels. The hero, Clay, who has
gotten involved in many railroad constructions in the American West and Mexico and
who has served with distinction in several imperial wars between Englandaaroe Fr

in Africa, helps with the investment of American capital into mines in the South
America. The plot is similar tdhe Princess AlineClay, who seeks a girl of high

society, Alice, ends up being attracted to and engaged with her sister Hope, who
admires Clay’s job and willingly goes to the mines with the engineersnaasted

with Alice, who cannot get out of the Victorian sense of class. While Hope is
characterized as a comrade, she is also a lover and, when they go to the ball, is

described with the Gibson-girl characteristics: “they saw Hope sigudithe
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doorway, radiant and smiling. She wore a white frock that reached to the ground, and
that left her arms and shoulders bare. Her hair was dressed high upon her head, and
she was pulling vigorously at a pair of long, tan-colored glovesldiers of Fortune

153). The figure of Hope here may remind readers of that of the goddess in Figure 6;
in fact, Hope plays the role of the leader of American civilization. She aslam
encourages America’s taking over Spain in South America. The ending of the novel
shows Clay and Hope, a newly engaged couple on the ship to New York, looking
beyond the sea at the African Continent, and the narrator suggests that they will g
involved in the development of Mexico or Peru (Figure 15). Thus, the American Girl
in popular fiction, often accompanied by illustrations by artists like Gibson, derves
encourage the American nationalist/imperialist movement as well astdredexual

marriage plot with a masculine American man.

Figure 15. An illustration foBoldiers of Fortunéy C.D. Gibson
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4. William Dean Howells and the American Girl

While recognizing the complicated situation regarding girls, WilliararDe
Howells basically shares the idea of the American Girl in popular cultutde
Coast of Bohemigublished in 1893, Howells writes about a girl who tries to become
an artist. Cornelia Saunders goes to New York to be an art student at theiSyfthes
Art Studies, where she makes friends with her fellow art student, Charmian, who
wants to live a Bohemian life. She also meets an artist Ludlow, who once advised
Cornelia’s mother not to let her study art, and comes to love him. Despite some
misunderstanding and trouble, they finally get married.

Different from Richard Harding Davis, Howells is to a certain extematrawf
the limited opportunities for girls. When asked for advice on Cornelia’s future,
Ludlow, admitting her talent, advises her not to try to be an artist but to be “happily
married” CB 49), because she is a girl. “Nothing is commoner than the talent and
beauty of American girls,” he says; then he continues, “But they'd betttrttr their
beauty” CB 26). Meanwhile, Cornelia shares Jo March’s lament over the limitations
of girls, saying, “I guess if a girl wants to turn out an artist she’d bsttietr by being
a boy” (CB 48). She is anxious to be an artist, not a “woman artist,” and Mrs. Burton
sympathetically supports her wish. In this respect, Howells can be seareto ha
sympathy for a girl's becoming a New Woman; however, Howells, esperidhg
latter half of the novel, makes the story not a story of a girl's self-mdtkihg love
story, and puts an emphasis on the love plot. Indeed, the picture which Cornelia
submits to the Exhibition at Ludlow’s suggestion is rejected in the end; justredter

the love plot between Cornelia and Ludlow proceeds and they get married. Tthis shif
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though not highlighted, seems significant, revealing Howells’ basic comntitme

the popular American Girl story, which expects a girl to marry. Also, in the
“Introductory Sketch,” where Howells makes “the book” speak for itself, bk’
reveals the writing process of this novel, which it says “represent[s]sa phaur

droll American civilization” CB vi). “The book” describes Howells’ creation of
Cornelia as follows: “When you looked over those hapless works of art at the
Pymantoning County Fair, you thought, ‘What a good thing it would be to have a nice
village girl, with a real but limited gift, go from here to study art in Néwwk! And

get in love there! And married!"GB iv). Howells to a large extent followed the
popular plot of the American Girl who enjoys her freedom and independence and
then marries in the end. Though Howells is conscious of girls’ situations enough to
raise a question about “whether Cornelia [i]s right in giving up her art for I@&B” (
304), the problem is easily solved, for Ludlow, unlike most male artists, encourages
her not to cease to study art after marriage.

One thing to note in the novel, however, is the strong sense of sisterhood of
Charmian toward Cornelia. On first meeting Cornelia, Charmian asks her, “do you
care if | likeyou—very, verymuch?” CB 93). Later again, after confessing that
Cornelia’s pride “fascinated me [her] at the first glance,” Charnsé&a her, “Do you
mind my being fascinated with youZTB 96). When Cornelia and Ludlow have
some misunderstandings and Cornelia is afraid of their breaking up, Charmian
comforts her and proposes that they—Charmian and Cornelia—get together:

“Now—now—we can live for each other, Cornelia. You will outlive

this. You will be terribly changed, of course; and perhaps your health
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may be affected; but | shall always be with you from this on. | have
loved you more truly than he ever did, if he can throw you over for a
little thing like that. If | were a man | should exult to ignore such a
thing. Oh, if men could only be what girls would be if they were men!
But now you must begin to forget him from this instant—to put him out
of your mind—your life.” CB 311)

Here Charmian suggests what Jo March does: the possibility of replacing the

heterosexual marriage by the Boston Marriage. Charmian continues:direage it

with mama to be with you; and if | can’t | shall just simply abandon her, and ve wi

take a little flat like two newspaper girls that | heard of, and live togetG& 312).

Her mention of two girls living together reveals that it is not too uncommon in the

turn-of-the-century America (especially in cities) that two givie together. In the

end, however, this proposal is cancelled, and the heterosexual marriage prevails.

Also, Howells does not make Charmian problematic and she is not portrayed as

dangerous. She never discourages but rather encourages Cornelia to see Ludlow, and

she does not have much talent for art; she is a model, not an artist, for portraits that

Ludlow and Cornelia paint.

While Howells shares the idea of girlhood with the contemporary popular
discourse, he partly shows a negative view of the relationship between theakmer
Girl and imperialistic propaganda. In “Editha” (1905), an American girlth&agli
patriotically wants her lover George to be a war hero when the Spanistantsratd
George, who thought the war was wrong and who did not want to go to war, decides

to enter the army. Shortly, however, Editha gets shocked by the news that George was
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killed in the war, and George’s mother, whom Editha visits to take care of, rejects
her. The last scene of the story shows a female artist in New York, a fri&ulitiod,
telling Editha that she was right because George fought for the country, which make
Editha “beq]i]n to live again in the ideal” (“Editha” 224). One of the illustrations

this story shows the very image of the American Girl in a white dress popthar at
turn of the century (Figure 16). Howells, using the typology of the American Girl,
shows a negative attitude toward the imperialistic expansionism in Aarearibodied

by her and at the same time reveals his fear of the expansive power of thes fiemal

contrast to Davis’s emphasis on American masculinity.

Figure 16. An illustration for “Editha”

Taken together, a brief examination of fictional representations of girls in

several literary works reveals that the idea of girlhood had changed andocaene t
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represented in a more complicated way in the late nineteenth century. GiHaood
transitional period between childhood and womanhood—became less fixed and more
complicated and, in this situation, the icon of the American Girl and the American

Girl plot, which ends with her marriage to “Mr. Mann,” serves to codify the standard

in terms of gender and nation. In the following chapters, | will closely exaimene
representations of the American girls in the works of James, Wharton, and Cather,
discussing how their stories resist the “ordinary” American Girl plot shgnaubh

popular writers as Davis and how their works create a tension in terms of mation a

gender in their representations of the American girl.
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Chapter Two: Henry James’s Revisions of His AmeriGaits

“He observed that in the new contingent there were many young gilliearemembered
what a lady in Dresden had once said to him—that America was a countrg 8f gir
(“Pandora” 818)

In Henry James’s novels, the issues of gender and nation are closely
intertwined as the difference in gender is often compared to that in nation, which is
linked to “James’s conviction that American womanhood [i]s somehow supremely
the representative national fact” (Eakin 13). James’s ideas of Amenealleas of
American womanhood, however, are different from those constructed in the late-
nineteenth-century American culture, where “James learned earlyeling
demonstrably ‘masculine’ in America was mainly associated with ttkégaf
money” (Banta “Men” 23) and “the American man has abandoned both the woman
and civilization for business” (Fowler 11-12). James separated himselflieom t
dominant idea of the American male and situated himself between America and

Europe, between the masculine and the femiffi&anding at a peculiar “in-

% Critics have suggested that James felt inferior to American mech warhaps led him to
feel feminized, at least to a certain extent. First, the condititimeodvriter in the late
nineteenth century industrial and progressive America was éffethinized and perhaps
“expatriated” for James, in that it was a life so alien to the malezharacter of American
life. In his early years, James deplored the American lack of cultndehe continued to
recognize that deficiency in the considerations offeréithen American Scer{@905). By that
point, President Theodore Roosevelt was insisting on strenuous men ic&rmed James
“was neither recognizably masculine nor American” (Banta “Men” 23) eMoportantly,
his sense of his inferiority or remoteness from the American bgsiagswas linked with
what appeared as an insecure masculinity when compared to his brotinWiilltheir
childhood, William saw Henry as “too much of a sissy to play with boys like Hifhaet,
on the other hand, Henry “expresses clearly what he has always wantedhis elder
brother” (Edel 245, 18). William almost always severely criticizadonother’s novels, and
“said that writing was an ‘abnormality,” that is, not quite an active, maeigithy way of
existence” (Edel 162). What William meant by “an active, manly, healdyyof life” is
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between” position, Henry James has two perspectives at the same time.eRdzsk
a “relentlessly single-sex perspective” (Banta “Men” 29) and &isafAmerican
perspective, but James had a kind of “double-sex” perspective as well asia “mult
national” perspective, which influences his revisions of the American gmes's
American girl stories do not follow the pattern of the popular “Americali Qot,
where the American Girl has a happy marriage with an American Man and ¢ime uni
serves to inspire American nationalism. He fully shows his awarenesspigihteof
a girl/woman, especially in relation to marriage, at the same tirhddhees distances
himself from making his American girl a radical New Woman, wheatsjor
subverts marriage. This complex attitude reveals James’s ambivalentgatiesti
about the American girl’s choices.

In this chapter, | will examine how James’s American girl is revisedlation
to his complex investigation of a girl as well as America and in relation thiftieng
view of American democracy. After briefly dealing with his Tocquevillianekican
girls in his earlier works, the main part of this chapter will focus on textewafter
his return to America in the early 1880s, which seems to have influenced the change
in James’s American girl. | will focus in particular on the “Americales” published
in the 1880s, “Pandora” afithe Bostoniansand examine how unstable James’s
American girl becomes in relation to the “woman” issue and also how complex|
James raises a question about American democracy. The last part of pkes dbals

with his later works, especiallyhe Golden Bow{1904), another “American” story,

closely related to the progressive, masculine, nation-building entergie “strenuous life”
presented by Roosevelt. While William—a “manly” philosopher, husband and-fdiked
in America, Henry remained in Europe for most of his life (though he kept hésig¢an
citizenship until his last year of life); and his attraction todbehisticated civilization in
Europe is continuously juxtaposed with his ambivalent yearning for his rcativery.
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and explores how James’s American girl is represented as well as hoovéte

explores a different vision of American civilization from the one of the Gildesl Ag

1. James’s Tocquevillian American girls

As Lauren Weiner aptly states, Henry James “is the most Tocquevillian of
American authors” (34). IDemocracy in AmericaAlexis de Tocqueville notes the
peculiar freedom and high morality of unmarried young women in America, seeing
them as among the most characteristic aspects of American demdétrdhg
United States, Protestant doctrines combine with a very free constitution aryd a ver
democratic social state,” Tocqueville notes, “nowhere else is &fjidd soon or so
entirely to look after herself” (684). Comparing the American girl with her
counterpart in Europe and especially in Catholic countries, Tocqueville discusses how
American girls are “much more in control of their behavior” and have considerable
“purity of moral behavior” (684, 685), but European girls “are often given a cautious,
reserved, and almost cloistered education, as they would have received inadigstoc
times” (685). As Weiner and others have noted, Tocqueville’s idea of the American
girl is largely reflected in James’s American girl, someone independelf-
controlled and with a “pure” morality which his European characters cannot quite
understand and which European girls lack in his novels. Daisy Miller ignores the
counsel of her mother and of women in society, and she surprises people with a free,
independent behavior that nonetheless never betrays her moral innocence. The idea of
Tocquevillian democracy is partly shared by those writers who wrote suchcamer

Girl stories as | have presented in Chapter One. In such stories, Anwgrisanjoy
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freedom and exercise self-control, and yet they still retain their inneceared the
writers emphasize these characteristics as aspects of thecamgrils’ power or
Americanness. These marks in James have won him a reputation as primary image
maker of the American Girl and indeed the American woman. That claim is partly
true in that he does create a young female figure who expresses Amencaimats/

in Tocquevillian terms. Nevertheless, in important ways he deviates fromeasat
significantly varies, what had become something of a stereotype.

Unlike other writers of popular American Girl stories, James askshgivg
the cost to the woman herself of the relatively free conditions in which she develops”
(Weiner 35). In earlier works such as “Daisy Miller” ahlde Portrait of a Lady
James emphasizes that the American girl is recklessly free andndeapéo a
dangerous extent. Daisy Miller dies of malaria—bad air—in Rome becauselshe la
“guidance” (Weiner 38). IThe Portrait of a Ladyan American girl, Isabel, has more
freedom to “choose” than the European girl Pansy, but James questions the cost of
Isabel's freedom to choose. Both she and Daisy can be seen as martyrs to the
American girl's freedom and independence.

Another essential difference is James’s awareness of what becomes of the
American girl after marriage. “In America,” Tocqueville argu@swoman’s
independence is irretrievably lost in the ties of marriage. If a young wanhess
restricted there than anywhere else, as a wife she submits to narrae®r The
former enjoys a place of liberty and pleasure in her father’s house, theitakter
husband’s home, lives in almost cloistered surroundings” (686). Those popular

American Girl stories | mentioned in Chapter One almost always endhgitthappy

50



marriage” between the American Girl and the American Man, and they hardly show
the married life of the former American girl. In contrast, most ofexsnrAmerican
girl stories do not end with the “happy marriage”; instead, with consideraldétnsi
into women'’s situation, he presents the American girl’s plight in marriedJi#&mes
contrasts not only an American girl and a European girl but an American woman and
a European woman after marriage; Isabel loses control and power aftegmand
finds herself enclosed in “the house of darkness, the house of dumbness, the house of
suffocation” NYEIV: 196) while such Europeanized women as Madame de Vionnet
remain potent managers and manipulators of life.

Fully aware of the insecurity of the American girl, James’sesabout the
American girl resist the pattern of the popular American Girl story, where
American Girl finally marries “Mr. Mann.” In “Daisy Miller,” Whterbourne, the
point-of-view character, is an American in Europe who has a sense of loss about his
American identity: “He felt that he had lived at Geneva so long that he had lost a
good deal; he had become dishabituated to the American tone” (“Daisy” I: 684). He is
regarded as “grave” (“Daisy” I: 696), “stiff” (“Daisy” II: 56), arfdhore like a
German” ("Daisy” I: 682) by Daisy, and his American identity is underchexehe is
repeatedly asked by Daisy if he is “a ‘real American™ (“Dai&y882, 687). His
American identity remains ambiguous and rather relative, situated ireéetwhich
serves to underline the “Americanness” of Daisy. Winterbourne cannot waraerst
Daisy, and “Daisy Miller” ends not with the American Girl's marriagevsith her
death; indeed, the death of Daisy, who is buried in Rome with the image of “the most

innocent” (“Daisy” Il: 67), effectively functions in turning her into the icon of
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Americanness, as her death allows her image to remain timeless as g fyetiyg
free, and innocent” American girl. James does not only reject the pattern of the
American Girl plot but also makes Daisy remain an American “Girl,” prengiiter
from becoming an American woman who is to lose her freedom in exchange of
marriage’® When James made this story into a play in 1882, he made Daisy and
Winterbourne get married to meet the audiences’ taste (Edel 276), and this
compromising change clearly underlines the gap between the taste in pojtula
and that of James.

Different from Winterbourne, Ralph TouchettTihe Portrait of a Ladywho is
also an American in Europe, fully understands the American girl 1$3Béker being
educated both in America and England, Ralph, a successor of Gardencourt, becomes
“English enough” and still American enough: “[h]is outward conformity to the
manners that surrounded him was none the less the mask of a mind that greatly
enjoyed its independence, on which nothing long imposed itself, and which, naturally
inclined to adventure and irony, indulged in a boundless liberty of appreciafi¥iE (
lll: 49). He has an American soul covered by a dying European body, and he in a
sense chooses Isabel, who has “the independent spirit of the AmericaNgiINK
215), as his substitute to meet his own romantic American soul.

Isabel Archer—whose name links her with the image of Diana, the virgin

hunter—Iloves liberty above all, and, wishing to see life by her own eyes, believes in

28 Later in his career, James portrays another American girl whardibe end, Milly Theale,
in The Wings of the Dovén fact, Milly, a rich, free, and reckless American girl, is dying
throughout the novel as she approaches the marriageable age. Certaitidygearis a kind of
death for the American “Girl.”

29 Dana Luciano suggests that Ralph presents “the ‘third-sex’ model,” comlale and
female elements (200), which leads to his identification with Isabel.
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American girls’ freedom and independence though she at the same tim#hésa. In
Ralph’s eyes, Isabel embodies “America”; Ralph “amuse[s] hims#ifealling her
‘Columbia,” and accusing her of a patriotism so fervid that it scorched. He drew a
caricature of her in which she was represented as a very pretty young woman,
dressed, on the lines of the prevailing fashion, in the folds of the national banner”
(NYEIII: 83). Appreciating American girls’ freedom and independence, Isabsltb
enjoy the transitional period of “girlhood” as much as possible and does not simply
follow the conventional pattern. Though Isabel does not necessarily detpst Cas
Goodwood—the American Man—she keeps postponing her potential marriage with
him. Not pursuing a conventional marriage plot, Isabel believes “that a womih oug
to be able to live to herself, in the absence of exceptional flimsiness, and that it wa
perfectly possible to be happy without the society of a more or less coardedmi
person of another sexN{YEIll: 71). Asked by Ralph why she rejects Lord
Warburton’s proposal, she declares, “I don’t see what harm there is in my wishing not
to tie myself. | don’t want to begin life by marrying. There are other shanggoman

can do” NYEIII: 212). For her, Henrietta is “chiefly a proof that a woman might
suffice to herself and be happyYEIII: 71).

Different from her suitors, Ralph understands why Isabel prefers to postpone
her marriage, and helps her become rich enough to accomplish her “wis[h] to be
free,” to prevent her from “hav[ing] to marry for a suppoNYEIIl: 261). After a
huge inheritance of money makes Isabel a rich American Girl, which illgnica
makes her “fall a victim(NYEIIl: 265). Isabel chose Osmond because he shows “a

non-traditional or even anti-traditional masculinity from a woman’s point of'view
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(PersorHenry Jame®4). And yet, Isabel becomes an American wife, who has no
power and freedom; when Osmond prohibits her to go to England to see Ralph at his
deathbed, she fully understands that “[m]arriage mean[s] that in suchasdase
when one ha[s] to choose, one cho[o]se as a matter of course for one’s husband”
(NYEIV: 361). Though Henrietta advises her to get divorced, Isabel, as a former
American girl, declares that she must take responsibility for her checaise she
“was perfectly free” when she madeNYEIV: 284). In this novel, James presents
the American girl’s vulnerability, which is partly shared by Ralph. When Mr.
Touchett worries that Isabel “may fall a victim to the fortune-huntergjditng the
enormous amount of moneMYEIIl: 265), Ralph denies his father's apprehension. It
is not only Isabel but Ralph who romantically misjudges Isabel’'s—or the Aameri
gir's—judgment, and, in the end, they are “looking at the truth togethNefE(V:
414) in a room in GardencoudftConsidering thafhe Portrait of a Ladyegins with
Ralph’s meeting Isabel as a girl from America and ends with his death, it caere
as a story of Ralph as well as of Isabel, who embodies the Tocquevillian idea of
America, which Ralph seeks.

Creating a vivid contrast with Isabel, who is the American girl thidan
marriage, Henrietta Stackpole is situated at a peculiar position in the neneletth

is illustrated as a typical New Woman, working as a professional journdiests Sin

30 Interestingly, as William T. Stafford notes, not only Isabel but Mladame Merle is a
“failed American woman” (120). Madame Merle is a former Americah &ird, while Isabel
is described as “dressed [. . .] in the folds of the national bar¥E|(l: 83), Madame

Merle tells her, “I was born under the shadow of the national ban¥E(I: 248). She
herself made a mistake in her “choice” in the past because of her inebgeamance and

had a miserable married life. What makes her different from Isatigltishe changed herself
into a European lady, who is a mistress and has manipulating power; and yeil, e s
American morality in repenting that she wronged Isabel (while Osmond itenedif) and
finally goes back to America.
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the van of progress, and ha[s] clear-cut views on most subjdxX€I1(l: 70); indeed,

she is powerful, confident, and settled. While Isabel does not know “whereyou'r
[she is] drifting,” Henrietta knows that she is “drifting to a big position—dtifidhe

Queen of American JournalismNYEIIl: 235, 237). James makes Henrietta a New
Womanish girl who breaks social boundaries and conventional social roles; at the
same time, it is significant that he does not make her reject the instituticaroage.

For her, Isabel's mistake is not the fact she married but the person she chosg.to ma
Being as much an Americanist as Randolph in “Daisy Miller” (she exgsétize

opinion that American hotels [a]re the best in the world¥ Elll: 134]), Henrietta
paradoxically contributes to the American Girl discourse; she tries tosstbel’ls

being Europeanized, and encourages Isabel to marry Casper Goodwood, a genuine
American “Mr. Mann.” While she can be regarded as a New Woman in that she is
independent and has a profession, she hardly gets involved in women’s movements;
on the contrary, she declares that American women are “the companions ohfreeme
(NYEIII: 134). In the end, Henrietta herself marries—what is more, marries an
English gentleman. Elise Miller, who focuses on the function of Henrietta—who is at
the same time a caricature of a “liberated, career woman” (21) andd‘aki

marriage broker” (17) and is at the same time masculine and femininghavith

feminine form of “Henry”—suggests that Henrietta “enables Jameg'satex

challenge the either/or dilemmas presented to Isabel” and reads té&redrriage

as giving “a balance of self and society, private and public, subjective andwahject
feminine and masculine, past and future” (25). Indeed, Henrietta’'s maisigqgie

different from Isabel’s. While Isabel has fear in her freedom in ehancl loses
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control and power after marriage, Henrietta is in full control in her nggrrighough
she tells Isabel that “a woman has to change a good deal to niyii1\: 400),
she does not change as much as she claims, remaining “a woman of my [her] modern
type” (NYEIV: 401). In this sense, she is not so much a “girl,” who is insecure, as a
“‘woman,” who is already settled and secure. She is the optimistic and comical
embodiment of American democracy while Isabel shows both its celebration and
insecurity.

Moreover, raising questions about European institutions such as aristocracy,
Henrietta presents a different picture of “America” or “American aenacy” from
what Isabel does. Once Isabel tells Ralph that “there’s something‘peth@e’ in”
Henrietta, and explains that she views her as the embodiment of democracy: “She
knows a great deal, and | know enough to feel that she ’'s a kind of emanation of the
great democracy—of the continent, the country, the nation. | don’t say that she sums
it all up, that would be too much to ask of her. But she suggests it; she vividly figures
it” (NYEI: 130). The democracy in Henrietta refers to the absence of class
hierarchy, as well as of gender difference; coming to Europe, she is curious about
aristocratic life and denounces class hierarchy, which surprises andsanglish
gentlemen as well as upsets anti-Americanist Americans such as Mchettaand
OsmondMrs. Touchett gives negative comments on Henrietta: “I don’t like Miss
Stackpole—everything about her displeases me; she talks so much too loud and looks
at one as if one wanted to lookhet—which one does n’t. I'm sure she has lived all
her life in a boarding-house, and | detest the manners and the liberties ofemgsh pl

[. . .] Miss Stackpole knows | detest boarding-house civilisation, and she detests me
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for detesting it, because she thinks it the highest in the waMME(Il: 133). Also,
Osmond “really must object to that newspaper-woman”; he thinks of her as “the most
vulgar of women, and he had also pronounced her the most abandsi&d\/(
138, 139) The idea of American democracy presented in Henrietta is linked with
what Mrs. Touchett and Osmond calls “boarding-house civilization” and vulgarity—
namely, the popularization of culture. Here is shown another aspect of turn-of-the-
century American democracy, which is to be examined more thorougFhein
Bostonians

Taken together, James is attracted to the idea of freedom and independence in
the American girl—one of the symbols of American democracy which Tocqueville
examined—at the same time he fears it becoming a danger for girlsaridaas it
being lost after marriage. James’s American girl stories do not fatleypdttern of
the popular “American Girl” plot, where the American Girl has a “happyiage”
with an American Man and the union serves to inspire American nationalism.
Different from the popular image of the American Girl, who embodies the mougolithi
standard of America, James’s American girls rather reveal thegunseinstead of
security and their instability instead of stability, and disclose their \aldilgy which
is juxtaposed with their democratic freedom. Then, how do James’s repressnbat
the American girl change, especially in relation to the contemporary disaoiurs

nationalism, imperialism, and feminism?

2. The revision of Daisy Miller in “Pandora” (1884)

James’s return to the United States in 1881 was pivotal in his revisions of
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American girls. He saw various social and political changes in the coumdkyinahe
frequently cited statements in his notebook in 1883, he wrote that he would next get
involved in “a veryAmericantale”: “I wished to write a verAmericantale, a tale

very characteristic of our social conditions and | asked myself what was the most
salient and peculiar point in our social life. The answer was: the situation ofrvome
the decline of the sentiment of sex, the agitation on their bel@f20). While the
“very American tale” James mentions here referbhte Bostonianst is also worth
noting that James wrote another American tale about the American Githafter
revisited the United States: “Pandora” (1884). Though this tale has not been much
discussed, it is significant in that the heroine is in fact the metafictyoreadised

version of Daisy Miller.

Almost at the same time that he wrote his idea abbatBostonianslames
scribbled a couple of sentences in his notebook which was to be developed into
“Pandora”: “The self-made gir'—a very good subject for a short stdeyy
modern, very local; much might be don€N 22). Then, in the following year,

James came back to this idea of a “self-made girl”: “I don't see whguldn’'t do

the ‘self-made girl,’ whom | noted here last winter, in a way to make hieal to

DM [Daisy Miller]” (CN 24). He continued to design the story, which is to be set in
Washington, DC, where James stayed the year before, and in the story he temght e
do Henry Adams and his wife'QN 24), whose patriotic characteristics are reflected
in the figures of Mr. and Mrs. Bonnycastle.

While “Daisy Miller” has a point-of-view character, Winterbourne, who is a
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Europeanized American and who reencounters America through Daisy, “Pandora”
has a German character, Count Otto Vogelstein, through whose eyes the scenes ar
described. The story begins with his voyage from Germany to America Dottae)
where he observes many American travelers as well as Europeanrésnogrdoard
and where he meets Pandora Day, an American girl from “a small town in therinter
of the American continent” (“Pandora” 823). In this tale, Mrs. Dangerfieldsplasy
role of Aunt Costello in “Daisy Miller,” warning Vogelstein not to get faarilvith
the Days because they don’t belong to “the discriminating class” (“Pargékga
Vogelstein, observing Pandora and her unfashionable family, parts with them without
getting very familiar with them. Two years after his landing in AogeVogelstein
happens to meet Pandora again at the Bonnycastles’ party. Mrs. Bonnycastle
describes Pandora as “a great beauty and a great success” (“Pandona’aS4ije
nationalistic way and Vogelstein is surprised to see Pandora talk gasithlthe
President of the United States. Vogelstein gets more interested in Pasd@aften
meets her, and even imagines his potential marriage to her. His expectation is
ironically betrayed when he finally learns that Pandora has been engagedror
The tale ends with Vogelstein’s telling Mrs. Bonnycastle about Pandora'sgeato
Mr. Bellamy, an American gentleman from Utica, who, largely due to Pandora’s
appeal to the President, has gotten the position of Minister of Holland.

Portraying the “new type” (“Pandora” 831) of American Girl, James cotlyical
and self-consciously revises “Daisy Miller” in “Pandora.” Vogelstearns about
America through “a Tauchnitz novel by an American author” (“Pandora” 819) and

the book turns out gradually to be “Daisy Miller.” Compared with “Daisy eévjll
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“Pandora” shows that James becomes more conscious about the building of the nation
and the role of the American Girl as the symbol of nation. At the party at the
Bonnycastles, Vogelstein wonders who—or what—Pandora is, and the Boreg/castl
explain she is a “self-made girl”: “My dear Vogelstein, she is thestateeshest fruit

of our great American evolution. She is the self-made girl!" Vogelstezed)a

moment. ‘The fruit of the great American Revolution?”” (“Pandora” 850). The
misunderstanding of Vogelstein, principally comical as it is, serves to ylispda

ideas of the American girl as an icon. The first one, referred to by Mr. Bortieycas
resonates with the popular theory of evolution in the late nineteenth century, and the
second one refers to the revolutionary idea about American identity. Furtleermor
Mrs. Bonnycastle disagrees with her husband’s idea that Pandora is selfimiaste
opinion, Pandora “isn’t self-made at all”; instead, “[w]e all help to makewetake

such an interest in her” (“Pandora” 851). The aspect that Pandora might be made by
the society is significant because James’s American girl tends to laetehneed by

her not belonging to—or not conforming to—the society. Certainly, Pandora is not
cast out from the society like Daisy Miller. Pandora enters and climbs up tptbé

the society within two years (Mrs. Dangerfield, who warned Vogelstditono
communicate with Pandora on board, now visits Pandora herself). Pandora is invited
to the party of the Bonnycastles, who “ha[ve] taken upon themselves the
responsibilities of an active patriotism” (“Pandora” 838), and is given a chance to
meet the President and to join the imperialist movement of the nation. Thus, Pandora
belongs to the society, and, moreover, embodies the progressive movement of

American society. Certainly, she is the “rivaCN 24) of Daisy Miller; while Daisy
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is uncultivated, Pandora is self-cultivated; while Daisy is cast out from thetysoc
Pandora is located at its center; while Daisy dies, Pandora does not.

After all, what distinguishes “Pandora” most from “Daisy Miller” andesth
works of James is its ending of “happy marriage” between the Ameagidand a
successful American business man. Vogelstein, who is attracted by Pandea$ut f
the possibility of his marriage to her, gets to know that Pandora has been engaged for
a long time with “one of the leading gentlemen of Utica” (“Pandora” 862), sutitea
ship from Mount Vernon approaches Washington, DC, Vogelstein sees Mr. Bellamy,
Pandora’s fiancé, standing out among the crowd at the port: “The gentleman befor
him was tall, good-looking, well-dressed; evidently he would stand well not only at
Utica, but, judging from the way he had planted himself on the dock, in any position
which circumstances might compel him to take up. He was about forty years old; he
had a black moustache and a business-like eye” (“Pandora” 863). In a sense, Pandora
marries “Mr. Mann” inMae Maddenwho stands “firm and hard and stilMéae
Madden168) on the shore when the boat with Mae and the Italian Bero comes toward
it. Moreover, the portrait the narrator of “Pandora” describes through the eyes of
Vogelstein is just like the figure of the Gibson Man, who is to be created to make a
pair with the Gibson Girl in the 1890s.

What is essential is that, unlike the usual cases in James’s works, the couple
successfully gets married, and they are both Americans. As Weiner apibsatthis
guality seems to have depended on his doing something notably un-Jamesian,
namely, having the heroine pick the right mate” (45). But why did James unusually

end “Pandora” with the title character’'s marriage with “the right yhate American
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businessman? Bellamy is what Daisy would call a “real American” and is a
successful businessman in the discourse of expansionism. In other words, Bellamy
stands at the side of Theodore Roosevelt or William James, representing whyat He
James never was or could be. The marriage of Pandora and Bellamy symhelizes t
national and democratic power of America that expands to the world in the
progressive era, which James seems to regard as partly attractive lpatris
fearful.

The distance of James himself from Pandora and from America in the story can
be found in the fact that the point-of-view character of this story is no longer a
Europeanized American but a genuine European gentleman. Different from
Winterbourne, who is an American but is said to be “like a German” (“Dai$82)
by Daisy, Vogelstein is a German, and, what's more, a very traditionahtred
nationalist German. Vogelstein’s fear of his potential marriage to Paskoves the
mixture of his nativist respect for his “blood” and his conservative idea aboutrgende
roles. He thinks, “Was he to be sacrificed on the altar of the American girlitaan a
at which those other poor fellows had poured out some of the bluest blood in
Germany” (“Pandora” 855). Vogelstein “preferred that his successdcsheuiis
own” and “it would not be agreeable to him to have the air of being pushed by his
wife” (“Pandora” 855); thus “he could hardly admit to himself that this was wtet fa
had in reserve for him—to be propelled in his career by a young lady who would
perhaps attempt to talk to the Kaiser as he had heard her the other night talk to the
President” (“Pandora” 855). So, in the figure of the American girl Pandora, two

arguments—one related to nationality and the other related to gender—are dntangle
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and the power of girls in America is underlined through the eyes of a traditionalist
European. Making the point-of-view character a very traditional Europedemant

not only serves to make the story comical and to underline the gap between the
understanding of Vogelstein (or the limitations of his understanding) and the;reality
at the same time, it suggests the ambivalence of James’s own standing and his
distance from the America to which he came back. Pandora lacks such naivety as
Daisy Miller has. She is cleverer and never dies. If Daisy Miller isnaya

romantic icon of the American girl, Pandora Day is a deromanticized icon, who is
based more on James’s actual observation of the contemporary America okthe tim
Certainly, both Daisy Miller and Pandora Day embody the Tocquevillian deayocra
of America in that “[ijn an unmarried state, she [i]s freer to develop heéhselfher
European counterpart” (Weiner 33); however, Pandora is rather like a settled woman
inside despite the perfect appearance of the American Girl, no longer possassing
naivety and vulnerability of such an American girl as Daisy. Indeed, Pandoraais not
much celebrated as Daisy, illustrated as a little too powerful andemnigigt. It is

partly true that “[tlhe self-made girl is satisfied with the moral atellectual status

of women in America and makes no complaint about their political inferiority”
(Weiner 46) in “Pandora”; nevertheless, Pandora Day does not seem politically
“inferior.” Certainly, Pandora does not have actual political power and thshmeest

can do is to ask the President to nominate her fiancé to be an ambassador; however,
the fact that Bellamy does become an ambassador in Holland underlines Pandora’s

“political” power, though not essentially public, and Bellamy even seems tsbar]
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agent of Pandora’s expanding power. The story ends with Vogelstein’s “rdmaark t
there was now ground for a new induction as to the self-made girl” (“Par@iofy”

Considering James’s awareness of the increase of girls’ power, iergiabg
note the name of the heroine, Pandora. In his notebook, James emphasizes the
importance of her name: “The thing must have the name of the girl (like D. Mtg for
title—carefully selected”@N 25). The name he “carefully selected,” then, was
“Pandora.” In a famous Hesiodian myth, Pandora is the symbol of Beauty and all-
gifted, though she “brought upon the world iliness and vice by opening a fateful
vessel the contents of which, with the exception of Hope, immediately flew away”
(Panofsky 7y The all-giftedness and danger are thus juxtaposed in the image of
Pandora; and James, in selecting this name “carefully,” presents the tdwalaidhe
American Girl in the progressive era.

James’s ambivalent attitude toward the America of his time can be foumal in t
contrast of two American places in “Pandora”: the Capitol and Mount Vernon. First,
James’s portrait of Washington, DC, characterizes the city as an@rifhite City
under the City Beautiful Movement, which in many ways anticipates the White Ci
at the 1893 Chicago Exposition. Central to Washington, DC, is the Capitol, “the great
white edifice” (“Pandora” 853), which has a “queer and endless interior, through
labyrinths of white, bare passages, into legislative and judicial h&Hah{ora” 853-
54). Vogelstein finds that “[i]n the lower House there were certain bedaudés, in

the basest style of imitation, which made him feel faintly sick” (“Paric®54). The

31 Moreover, James might know that Pandora has been connected in sometiv&isewas
the first woman, as is seen in the famous fact that “the paraie¢éetPandora and Eve was
a favorite motif of Milton’s” (Panofsky 64). For the through inforimatabout the history of
symbolism and iconography of Pandora, see Dora and Erwin Pafaskipra’'s Box: The
Changing Aspects of a Mythical Symbol
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negative feeling of Vogelstein toward this “imitated city” may be shévea large
extent by James himself, who visited Washington, DC, for the first time in 1881 and
found it “false classic, white marble, iron, stucco” though “it had a grandeadel (
272).
While the capital city is linked with newness and artificiality, the olg aft
Alexandria is connected with the past, reminding readers of two wars elsisethia
history of America, the Civil War and the Revolutionary War. As Vogelstein and
Pandora sail down to Mount Vernon with others, Pandora tells him about her
memories of the days during the Civil War:
The two turned round together to contemplate Alexandria, which for
Pandora, as she declared, was a revelation of old Virginia. She told
Vogelstein that she was always hearing about it during the civil war,
years before. Little girl as she had been at the time, she remembered all
the names that were on people’s lips during those years of reiteration.
This historic spot had a certain picturesqueness of decay, a reference to
older things, to a dramatic past. (“Pandora” 855-56)

The stark contrast between two “Washington”s—the new, artificial whiteti

Washington, DC, and the old, historical home of George Washington, surrounded by

nature—suggests the duality in James’s idea of America: the Amengiraton

and American nature. While portraying an ironical picture of the modern, progressive

America, which is symbolized by the construction of the white city, Jantiesesins

to believe in the American revolutionary ideals. At Mount Vernon, Vogelstein feels

that “the home of Washington was after all regynithlich; and Pandora “was
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even more interested in Mount Vernon [. . .] than she had been in the Capitol”
(“Pandora” 856). While James deprives Pandora of her relationship with her parents
in terms of her success in the society, he connects her with national, historica
ancestors. Mrs. Steuben tells Vogelstein that Pandora belongs to “one oftthe firs
families” and “[h]er great-grand-father was in the Revolution” (itR&a” 849).
Pandora’s American revolutionary connection is underlined again when \@gelst
links her with George Washington: “And it occurred to Vogelstein that perhaps, after
all, Washington would have liked her manner, which was wondeffel and

natural’ (“Pandora” 857 emphasis added).

James’s attitude toward the American revolutionary tradition, however, seems
to become less positive when he revises “Pandora” for the New York Edition after he
went back to America after 20 years’ abseti¢c@he man with the beard” who is “an
ideal cicerone for American shrines” (“Pandora” 857) in the 1885 version iseepla
with “a big slow genial vulgar heavily-bearded maNYEXVIII: 158) in the New
York Edition. As Charles Vandersee aptly suggests, “James’s revisiongreesetise
vulgarity in America’s ostentatious veneration of the past” (102), and this change can
be attributed to the nationalist movement in the 1890s and early 1900s. As the

national origin came to be glorified in the project of incorporating the nationsJame

%2 «pandora” was first published in the New York Sun in 1884, thdh@Author of
Beltraffio (Boston, 1885) and iStories Revive@l_ondon, 1885) with a little revision, and its
more substantially revised version was published as the New Yor&rEdihe version used
in this dissertation is the London version. Charles Vandersee, closelin@agthe revision
of “Pandora,” regards the revisions in earlier versions as “manut”of “little significance”
(94); however, there are still noteworthy changes. For example, Pandoriagqubm the
Sun version and the Boston version as “a great beauty and a great bdéahwhe London
version she is described as “a great beauty and a great succeskErféa 94). In the
London version, what is highlighted is not only Pandora’s feminine beauty but also her
“success,” the very American quality in the progressive era.
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might have become conscious of his own commitment to the idea, which might have

led to the revision of “Pandora.” Indeed, between the 1885 text and the 1909 text,

there are significant changes in James’s treatment of the nation; th&lmsipaspect

of the nation at the turn of the century is reflected in James’s ironical use of the

phrase “the great Republic,” instead of “the United States,” thresstin the 1905

text. Furthermore, the American Girl herself is made more powerful in gretdat.

When Vogelstein hears about Pandora’s engagement from Mrs. Bonnycastle, the

latter tells him that American girls have been engaged since “[tHeeliefore she

had made herself—when she lived at home” in the 1885 version (“Pandora” 860), and

“[t]he time before she had made herself—when she livabnscious of her powérs

in the 1909 versiolNYEXVIII 162, emphasis added). In the 1909 version, both the

nation and the American Girl are described as more powerful than in the omginal t
The next story situated after “PandoraTine Author of BeltraffigBoston,

1885) is “Georgina’s Reasons,” where James illustrates another powdyrfilayigh

in a different sense. Georgina is “a tall, fair gilCg1) and is compared to “the

Empress Josephine” because she is “remarkably impe@i&i3). While “Pandora”

follows the style of the American Girl stories which end with the heroine’sagar

to the right man, “Georgina’s Reasons” breaks and threatens the pattaisity the

problem of bigamy. Georgina secretly gets married to her lover Raymond Benyon,

who is in the navy and goes abroad for years; after several years, Benydhdinds

Georgina has become Mrs. Roy and that still he cannot divorce Georgina. In this

story, James makes the American Girl very powerful and intelligent schinats

complete control over her lover; on the story level, Georgina is called “a monster”
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(CS19) and “a very bad girl'GS22). At the same time, however, James shows the
“reasons” why Georgina takes such an action. Asked by Mrs. Portico why she keeps
her marriage secret, Georgina points out the inequality in the situatitme Wasn't
in the navy it would be different; but to go through everything,—I mean everything
that making our marriage known would bring upon me: the scolding and the exposure
and the ridicule, the scenes at home—to go through it all just for the idea, and yet be
alone here, just as | was before, without my husband after all, with none of the good
of him” (CS18). Later again, when Benyon, who thinks Georgina deprives him of his
freedom, comes to accuse her, Georgina says, “l leave you your liberty,’kand as
him instead if he knows how she was “freezing up into a stark old n2®B9).

Taken together, James, after returning to America in the early 1880s, resises hi
American girl so that she comes to be more powerful than his earlierrgirsoahat
the idea of America she embodies is something different from the one shown in his
earlier works. He presents the threat of girls’ getting enormous poweghtiheus
still acutely aware of the limitations of the female. Also, in the Amergid in
“Pandora” are juxtaposed two ideas of America—the new, artificial Amrerica
civilization and American nature linked with the old, American revolutionary
tradition. His ambivalent investigation of the American girl and about Americ

appears in a more complex waylihe Bostonians

3. The Bostonian§l886)

In 1886, the same yed@he Bostoniansvas published.ife magazine offered an

illustration that showed a very modern aspect of Boston life: women getting public
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power (Figure 17). The illustration ironically shows how women were getting more
and more powerful in the public sphere in Boston; in the poem that accompanies the
illustration, the poet deplores the situation that the number of men was small and the
male was getting weaker. Indeed, James himself was “struck byumerosity’ of

the women folk” when he visited Boston, and felt that “he was in a city of women, a
country of women” (Edel 287)—in other words, the Boston to which James returned
was a kind of “Herland.” In Boston, not only was the number of women extremely
large but various social movements for women were proceeding after the @it W
Through such social groups as the New England Women'’s Club, the Boston
Women'’s Educational and Industrial Union (founded in 1877), and the YMCA,
middle-class women “worked to ease the burden of poverty and work on their less
fortunate sisters” by supporting them and serving to improve their working @orgditi
(Smith-Rosenberg 174).

In The Bostonianghen, Henry James took up the very problem of “the so-
called ‘woman’s movement,” which he called “very characteristiowfsocial
conditions” CN 18, 20). Along with this, he dealt with the Boston marriage; he wrote
in his notebook, “The relationship of the two girls should be a study of one of those
friendships between women which are so common in New England,” which he called
“American” as well as “full of Boston"GN 19)3* The Bostoniansomplicates
James’ exploration of the American girl by presenting a tension betwesrndestual

marriage and the Boston marriage. As critics have variously argued, threeagitral

33 As for women’s activity in Boston after the Civil War, see Saraint&ah.

34 |In fact, the Boston marriage is a familiar matter to James;salsutteely been recognized,
James’ own sister Alice had a Boston marriage with Katherine Loningvehen Katherine
took care of her sick sister Louise, James took Alice to a towrtimeaea and there he wrote
The BostoniangEdel 312).
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matters in the novel is the dichotomy between Olive and Basil or their relafisnshi
with Verena, and one of the chief questions is which of Olive and Basil possesses
Verena® A closer examination of “the two girlsC{N 19)—Verena and Olive—
instead will reveal the ways in which James reexamines the Americatcay
embodied by the American girl, making the dichotomy in the novel more than the

much-discussed one between Olive and Basil.

Figure 17. “A Glimpse into the Futurellife, April 8, 1886)

% Though I will not deeply examine it in this dissertation, the issue biilieism in the
relationship between Olive and Verena is widely discussed. See foplexBavid Van Leer
and Aaron Shaheen “The Social Dusk”. Faderman rejects critgys'of linking lesbianism
and the friendship between Verena and Olive, thus of seeing Olive aarilesbd “sick,”
from the post-Freudian perspective, and argues that James “believedotiansic
relationship between two women was not of itself sick” but that thesistérelationship
rather served to “permit the self-actualization of the wom8nitassingl95). Edel also
suggests that, in James’ times, the relationship between \&@rdr@live is not necessarily “a
lesbian attachment” (812). For Ransom’s trial to redeem his masguipdt for example
Leland S. Person “In the Closet.” For his taking Verena into the Soutlsegudse, see two
essays by Shaheen as well as Ann Brigham 21.
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Verena, who has enormous power to move people, can be linked to some extent
with Pandora. Seen by Olive as “the very type and model of the ‘gifted being™
(Bostonian®0), Verena gets more powerful as the novel proceeds; the first Book
begins just after her success in the West; the second Book begins after her huge
success in the Women’s Convention and her study in Europe; then, the third Book
begins just before her expected great success at the Music Hall. Srggdising
power since her great success at the convention” and Verena herselisgdédlare
are going on from triumph to triumphBgstoniansl70, 175). As an embodiment of
growing power, Verena is seen as a national icon through her involvement in the
women’s movement. Olive says, “Your mission is not to exhibit yourself as apasti
for individuals, but to touch the heart of communities, of nations,” and compares
Verena to “Joan of Arc’Rostoniansl02, 1123°% Verena is considered to be “born to
regenerate the world” and “what was expected of her then was to becostelass
national glory” Bostoniansl56, 159). In this sense, Verena can be considered as
powerful as Pandora as a national icon. James, however, complexly revises Pandora
and the popular image of the American Girl in the figure of Verena, in whose story
the option either to have a heterosexual marriage or a Boston marriags ereat

tension.

% The intensely patriotic figure of Joan of Arc was one of the populareisnigt appeared
both in the turn-of-the-century mass media and in the suffrage movemeneiita. As is
similar to the role of Verena in this novel, the image of Joan ofraguiently emerged in
popular entertainment; at the same time, Joan of Arc, who “represenietigmat courage,
militancy, piety, moral authority and a fighting spirit” in addition to “Bek and challenge to
gender roles” (Coyle 66-7) was admired by suffragists, who frequenttydvessed as Joan
of Arc at demonstrations. For more on the image of Joan of Arc around thef-they-
century America, see Laura Coyle.
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Verena's “development” is parallel to her transition from girlhood to
womanhood. In the speech at Miss Birdseye’s, Verena calls herself an tAmeri
girl”: “l am only a girl, a simple American girl, and of course | haveg’en much,
and there is a great deal of life that | don’t know anything ab&a5tonian<0).

Being a “girl,” Verena is never a “self-made girl” but rathea idependent child in

the first part of the novel. Different from Daisy or Pandora, Verena is inteoldioc
society by her parents, and the fact that she needs her father’'s megmdance in
making a speech shows her status as a child under her parents’ guartheAfter
speech, Verena “only turned away slowly towards her mother,” and Mrs. Tarrant
“took her into her arms and kissed hd8bgtonian$0). Verena is “both submissive
and unworldly” Bostonian$5), and goes to Olive’s house immediately by her
mother’s order. In a sense, Verena is brought up in a European way, under the
parents’ guidance (especially under her father’s control). Also, thealadic
environment where Verena grows up has a European connection. Her father was a
member of the Cayuga Community, which is influenced by Fourierism and which
supports free love. In contrast, Olive detests Europe and “would like to abolish it”
(Bostonians3), and Olive’s radicalism even rejects heterosexual love. Surprised by
the fact that Verena keeps “the consummate innocence of the Ameri€an girl
(Bostonian®5), Olive “rescues” her from her “impossible parents,” and seeks to “re-
make” the American girl. Asking Verena for a sisterhood “friendship vediill

regards her rather as a child: “You are so simple—so much like a ddddtgnians

63). She continues to call Verena a child: “My dear child, you are so young—so
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strangely young. [. . .]  am constantly forgetting the difference between usyethat
are a mere child as yet, though a child destined for great thiBgstaniansL06).
Central to Verena’s story then is her transition from a girl to a woman, and the
guestion is about what kind of woman Verena is to be. Verena’s coming to Olive’s
house to live with her, namely Olive’s “buying off” of Verena'’s parents, coiscide
with Verena’s transition from girlhood to womanhood. At the end of Book 1, the
narrator mentions the change in Verena:
The benefit that her father desired for her was now assured; she
expanded, developed, on the most liberal scale. Olive saw the
difference, and you may imagine how she rejoiced in it; she had never
known a greater pleasure. Verena’s former attitude had been girlish
submission, grateful, curious sympathy. She had given herself, in her
young, amused surprise, because Olive’s stronger will and the incisive
proceedings with which she pointed her purpose drew her on. Besides,
she was held by hospitality, the vision of new social horizons, the sense
of novelty, and the love of change. But now the girl was disinterestedly
attached to the precious things they were to do together; she cared about
them for themselves, believed in them ardently, had them constantly in
mind. Her share in the union of the two young women was no longer
passive, purely appreciative; it was passionate, too, and it put forth a
beautiful energy.Bostoniansl30)

Verena, whose “former attitude had been girlish submissBostoniansl30),

changes and becomes more equal to Olive as a “woman.” The narrator sgityboli
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emphasizes the transitional period of Verena by calling Olive “the edinaoy

friend whom she had encountered on the threshold of womanhdostofiansl34).
The gradually intensifying union between Verena and Olive—the Boston nearriag
separates Verena from the conventional American Girl story.

The success of Verena in women’s movements, however, is not only
juxtaposed with the transitional period of Verena from girlhood to (New) womanhood
but with the awakening of her “self.” At the beginning, when Verena maksseals
at Miss Birdseye’s, she repeatedly emphasizes that what drives her e po
outside,” saying “It isn’'im€ (Bostoniangl5, 43). Later in the novel, Basil tells
Verena to be more independent of people around her, to have liberty: “Are ytai a litt
girl of ten and she [Olive] your governess? Have you any liberty andllisashe
always watching you and holding you to an accourB®s{onian252). Accusing
Verena that “she had always done everything that people agkestofian250-51),
Basil uses a variation of Verena’s phrase in her first speech at Moseie's, “It
isn't me”:

“You always want to please some one, and now you go lecturing about
the country, and trying to provoke demonstrations, in order to please
Miss Chancellor, just as you did it before to please your father and
mother. It isn'tyou the least in the world, but an inflated little figure

(very remarkable in its way too), whom you have invented and set on its
feet, pulling strings, behind it, to make it move and speak, while you try

to conceal and efface yourself therd8bgtonian262)
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In fact, Basil’'s assertion that “[i]t isnitou[her]” and that she “tr[ies] to conceal and

efface [her]self” is correct, since Verena is not necessarilyhitee af reform.

Verena’s secret is not only her attraction to Ransom but her desire to be &yypsher

of woman:
Verena had given great attention to Olive’s brilliant sister; she had told
her friend [Olive] everything now—everything but one little secret,
namely, that if she could have chosen at the beginning she would have
liked to resemble Mrs Luna. This lady fascinated her, carried off her
imagination to strange lands; she should enjoy so much a long evening
with her alone, when she might ask her ten thousand questions. But she
never saw her alone, never saw her at all but in glimpses. Adeline flitted
in and out, dressed for dinners and concerts, always saying something
worldly to the young woman from Cambridge [. . Bo§tonians35)

Although a short passage, this part is essential because it uniquely rehatl

Verena herself thinks, what Verena herself wants to do “if she could have cHosen.”

is not necessarily her union with Ransom which Verena makes a secret (fieally s

tells Olive about it) but it is her awakening desire to be like Mrs. Luna, to be a

conventionally feminine and fashionable (though rather corrupted) woman, dig& “la

in the world of fashion. When Verena meets Basil after a year and halfisesighe

asks him for his agreement that Mrs. Luna is “fascinating” and then “atkf$ier,

numerous questions about the brilliant Adeline; whether he saw her often, whether

she went out much, whether she was admired in New York, whether he thought her

very handsome”Bostoniansl80). To Verena, who “had lived with long-haired men
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and short-haired women” and who is “the girl [who] had grown up among lady-
doctors, lady-mediums, lady-editors, lady-preachers, lady-healers,nwehog

having rescued themselves from a passive existence, could illustrate ialjypae
misery of the sex at largeBstonians$7, 67), what is “new” is paradoxically the
conventional gender norm. When Basil tells her, “[i]t istot,” Verena feels uneasy

and “she [i]s sure, at any rate, it [i]s her real self that [i]s tiv@tehim now, where

she oughtn’t to be”"Rostonian263). In this respect, Verena’s final leave from Olive

is not only caused by her love for Ransom but by her secret wish to be a woman like
Mrs. Luna, the “sister” of Olive, who belongs to the conventional, heterosexual
gender system.

The second half of the novel is about the “choice” of Verena, and the ending
seems to show the domination of the discourse of the American Girl, Verena
choosing a heterosexual marriage rather than the Boston marriage. &splasty it
seems appropriate that “[t]he plot’s reliance on a conventional ending suggests tha
the author, as well as his Victorian American readership, quakes at the thought of
endorsing more transgressive possibilities of sexual and racial libeifzicine New
Woman often embodied” (Shaheen “The Social Dark” 292-3). In fact, at the time of
the publication off he Bostonians[m]any contemporary suffragists and other
feminist activists dismissed James’s novel entirely” (Petty 377)eitlesless, James
does not simply follow the popular pattern of the American Girl story, nor does
Verena’s leaving Olive directly mean that James is in the end adarBbston
marriage. Verena marries in the end as Pandora did, but Verena’s marrniage is

celebrated or described as promising. Verena’s marriage is to some ewilamtts
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Isabel's. They both see the world through their imagination and cannot see tiye reali
there; through marriage, they lose power and control they once had. The ending of
The Bostonianss quite negative; though Verena says, “Ah, now | am glad!,” Basil
“presently discovered that, beneath her hood, she was in tears”; the narrator
continues, “It is to be feared that with the union, so far from brilliant, into which she
was about to enter, these were not the last she was destined taBsistdhigns349,
350). Her union with Basil is based on the traditional and patriarchal idea of ‘tgepara
spheres,” where the wife is confined to the private sphere and where her husband
“strike[s] her dumb” Bostonian249).

In a different way, Olive’s feminism is also based on the separatist idezy whi
can be linked with James’s avoidance of Verena's choosing the Boston marriage wit
Olive. Just as James found Boston “a city of women” (Edel 287), the society of
women’s movements is depicted as a kind of “Herland’ha BostoniansThough
there are a few men there, the majority is female, and Verena, at hertddisg a
Birdseye’s, appeals only to women as “sisters”. “Of course | onljksdpeaomen—
to my own dear sisters; | don’'t speak to men, for | don’t expect them to like what |
say” Bostonians19); then, “It is what the great sisterhood of women might do if they
should all join hands, and lift up their voices above the brutal uproar of the world”
(Bostonians$0). As | mentioned in the introduction, central to the turn-of-the-century
feminist movement was the consolidation of “a separate female spherets arajar
achievement was acquired “through building separate female institutionsdifraee
514). The sisterhood between Olive and Verena is a personal version of this

sisterhood; at their first meeting at Olive’s, Olive feels “she found hkeat she had
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been looking for so long—a friend of her own sex with whom she might have a union
of soul” Bostonians®3). Olive says repeatedly then, “we must wagtonians
64)—they, or Olive, must wait till Verena develops enough to have a Boston
marriage in “a separate female sphere.” The possibility is gine@adermined at the
beginning, though; while Olive “ha[s] no views about the marriage-tie excedtbat
should hate it for herself,” Verena declares she “prefer[s] free uniongshwbunds

“so disagreeable” to OliveBpstonian$6). The gap between the two girls’ ideas on
the goal of their social work continues to appear. In the scene at Harvard, Verena
insists on equal rights in education: *| advocate equal rights, equal opportunities,
equal privileges. So does Miss Chancellor,” Verena added, with just a perceptible a
of feeling that her declaration needed support”; to this, Ransom answers, “Oh, |
thought what she wanted was simply a different inequality—simply to turn out the
men altogether’Bostoniansl78). Indeed, while Verena’s “plea is for a union far
more intimate—provided it be equal—than any that the sages and philosophers of
former times have ever dreamed of,” Olive accepts “the doctrine thydinties and
women] are natural enemies” and prefers reform based on hierarchy aradisepar
(Bostonian208).

From the ambivalent ending emerges James’ ambiguous and rathergigssim
attitude toward the “free union,” and even toward the idea of “union” itself. On the
one hand, Verena’s sisterhood union with Olive, who “buys” and educates her, is
based on separatism and hierarchy; on the other hand, the heterosexual union with
Ransom, who thinks that women are “[f]or public, civic uses, absolutely—perfectly

weak and second-rate” but “privately, personally, it's another affBws{onians
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263), is also based on separatism and leads to a confinement of Verena to the priva
(domestic) space. In an opposite way, both “marriages” are based on the idea of
“separate spheres.” Verena thus cannot get the “free uniBastohian$6) she
repeatedly declares she wants: whether she chooses Olive or Basirhagens not

a “happy marriage.”

Meanwhile, the ending ostensibly presents the American Girl's marriage to a
masculine American man, showing Ransom taking Verena away “by muswekl f
and feeling “his victory” Bostonians349); however, his masculinity and victory are
completely undermined from the beginning. Ransom is a Southern gentleman who
was beaten in the Civil War, and is repeatedly feminized; for example, “Basil
Ransom replied, with a smile, and the curious feminine softness with which Southern
gentlemen enunciate that adverBbgtonians8). His roots in Mississippi are
emphasized in the narrator’s calling him “a Mississippian” or in the oaisat
peculiar interest in Southern pronunciation. Originally, James did not conceive of
Ransom as a Southerner. In his notebook, a hero who is to be Basil Ransom is
described as a person from the W&l (L9); however, in the actual novel, Basil is
created as a Southerner, and it is Verena, not Basil, who has been in the West for
some years. What does this change mean? In the history of America, the West i
linked with the image of the frontier and the American spirithe AmericanJames
describes Christopher Newman as a man who has made a fortune in the West; in
other words, as a masculine, American self-made man—Mr. Mann. If regarding
Newman as a typical American business man who has new money, James makes

Basil a totally different man—a Southerner, who was defeated and lostthisefor
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and who cannot be a genuine “American man.” Being a Southerner, Basibiedit
from the beginning on the “wrong” side; namely, even if he finally seems thiget
victory” (Bostonians349) in taking Verena with him, Basil’s attitude and ideas based
on the Southern tradition are in their very roots to be classified as “all wrong
postbellum AmericaBostonian®). At the same time, by making Basil a Southern
gentleman, James makes him a cultivated man of a higher class, who is closer to
American gentlemen in Europe as in James’s previous works.

It is to some extent appropriate to see that the ending, where Verena is united
with Ransom instead of with Olive, may reflect James’s interest in the afs
national unity, the abolition of boundary in terms of nation. The intimate relationship
between Verena and Ransom is frequently illustrated with an allusion to the
North/South dichotomy. Through Miss Birdseye’s eyes, the union of Verena and
Ransom is seen as that of the North and the South: “She watched them a little, and it
warmed her heart to see the stiff-necked young Southerner led captiveughteda
of New England trained in the right school, who would impose her opinions in their
integrity” (Bostonian286). In this respect, the final picture of heterosexual marriage
between the Northerner Verena and the Southerner Ransom can be seen as a union
crossing boundaries in terms of gender and nation. The ending, however, shows
James’ awareness that Miss Birdseye’s transcendental view i/ maarelntic in
reality. Moreover, there is a problematic scene where the dichotomy between the
North and the South dissolves much more dramatically and completely in the union

between a man and a man than in that of a man and a woman.
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While the discourse of the heterosexual “union” of the American Girl “wins”

over that of a strong sisterhood in Verena’s story, there is a critical marherd a

strong sense of brotherhood emerges from the story. Situated at the very cénger of

novel, the scene at the Memorial Hall of Harvard is highly impoffaBéfore

entering the hall, Verena cares about Ransom’s reaction to the exhibition, and

Ransom asks, “Is there anything against Mississippi?”, to which Verewararthat

“there is great praise of our young men in the wBdstoniansl88). Here the

dichotomy between the North and the South is underlined. Inside the hall, however,

Ransom has a transcendental feeling in front of the memorial of the war:
Most of them were young, all were in their prime, and all of them had
fallen; this simple idea hovers before the visitor and makes him read with
tenderness each name and place—names often without other history, and
forgotten Southern battles. For Ransom these things were not a challenge
nor a taunt; they touched him with respect, with the sentiment of beauty.
He was capable of being a generous foeman, and he forgot, now, the
whole question of sides and parties; the simple emotion of the old
fighting-time came back to him, and the monument around him seemed an
embodiment of that memory: it arched over friends as well as enemies, the
victims of defeat as well as the sons of triumpBostoniansL89)

What is peculiar here is that, in the middle of the scene where Ransom and Ver

secretly go out together, their relationship temporally evaporates anbstituted by

37 Ann Brigham’s essay interestingly focuses on the scene of the Mémaliand on the
theme of union. However, her view is different from mine in that she viesvisriportance of
this scene in its function of connecting Ransom and Verena, of connectingfeverdié
places.
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another, spiritual relationship of brotherhood. A fairly sentimental sense of
brotherhood dissolves the distinction between the North and the South and eliminates
“the whole question of sides and parties”; moreover, Ransom leaves Vereren“for t
minutes” (Interestingly, Olive makes Ransom wait for “ten minutes” abpleaing of

the novel, which suggests their unbridgeable gap) in order to “read again the names of
the various engagement8dstoniansl89). Ransom’s communion with “the sons of
triumph” as a son of defeat seems to be made more genuine than his union with
Verena, which is presented rather pessimistically at the end of the novel. The
soldiers’ brotherhood in the Civil War thus seems to be embedded in the text as
something not directly related to the surface story but something quitei&ssent
possibly subverting the heterosexual model of the “union” displayed in theesurfac
story. James not only makes dubious the “happy marriage” plot of the Ameritan Gi
story, but also undermines the ostensible “triumph” of heterosexual love, made
ambiguous by the hidden celebration of brotherhood, a male version of the Boston
marriage.

Thus, the story of Verena shows a rather negative version of the American Girl
plot, where the central dichotomy is between Olive and Basil—or the Boston
marriage and the heterosexual marriage. At the same time, howevergasJam
notebook showslhe Bostoniang about “the two girls"CN 19), and the negative
version of the American Girl story presented through Verena is intertwiitle dhe
story of another American girl, Olive Chancellor. While Olive has been seefychi
as the New Woman and hardly as a “girl,” she is no less insecure than ¥eithea

American girl. At the beginning of the novel, Olive is described as a ‘thirugh
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Basil's eyes: “But this pale girl, with her light-green eyes, her pointédre=aand
nervous manner, was visibly morbid; it was as plain as day that she was morbid”
(Bostoniansl0). Far from possessing confidence like Henrietta Stackpole, Olive
“hal[s] a fear of everything, but her greatest fear [i]s of being &f(&idstoniansl3).
Olive’s fear and insecurity may in some ways remind readers of Is&bal’after
receiving an enormous fortune: “It's because I'm afraid. [. . .] Yes, lhadfl can’t

tell you. A large fortune means freedom, and I'm afraid of that. It's sdicle &hing,

and one should make such a good use oNYEIIl: 320). In fact, there is a certain
resemblance between Isabel and Olive; as Isabel is retired in tioe™ONYEIII:

30) in her melancholic Albany house, Olive is in her house; as Isabel first appears i
the novel as “the independent young lady” who is “in a black dress” for the mourning
for her father NYEIII: 17, 16), Olive does as “a young lady” who is radical, wearing
“a plain dark dress, without any ornaments” for the mourning for her mother
(Bostoniang, 10). Olive, who is “white,” “refined,” and “unmarried as well as rich”
and who loves independence, could be the ideal American Girl in the fashionable
world, with her appearance “delicate in fashion that suggested good bearing”
(Bostoniansl6, 15, 16). Basil once has “a whimsical vision of becoming a partner in
so flourishing a firm” Bostoniansl5), though he denies his possible marriage to
Olive immediately: “Olive Chancellor was unmarried by every impilbcaof her

being” Bostoniansl6). Much harder than Isabel, Olive suppresses her feminine
features by making “her smooth, colourless hair [. . .] confined as carefuligtasf t

her sister was encouraged to stray,” and “should hate” the marriag®s$i®ifians

10, 66). Olive, as James’s other American girls do (or even in a strict and extreme
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way), does challenge the typology of the American Girl. If Verenapteshe

negative version of the American Girl plot, Olive does the deviation from it, showing

a story of a girl who chooses to become a New Woman.

As Verena has a secret about her hidden wish to be a lady of society, Olive has

another secret of her own:
It reminded her [Olive], however, on the other hand, that he [Basil] too
had been much bereaved, and, moreover, that he had fought and offered
his own life, even if it had not been taken. She could not defend herself
against a rich admiration—a kind of tenderness of envy—of any one who
had been so happy as to have that opportunity. The most secret, the most
sacred hope of her nature was that she might some day have such a
chance, that she might be a martyr and die for sometiBogtdnians
12)

It is significant to note that the reason Olive is indignant toward Basil is not onl

because he is from the South or because she lost two brothers in the Civil War but

because she could not take part in the battle herself because she is not a man. For her

Basil's defeat is better than her being incapable of fighting in théWwar.

38 Olive’s secret indignation and a kind of sense of loss can be segngsaifimes’s own.
James did not go to the Civil War while two of James’s brothers vienigh different from
Olive’s two brothers, they came back alive. As Leon Edel suggestsfseure hurt” might
have prevented James from participating in the Civil War, and thtéh&idte did not
participate in real battles seems to have made him uneasy (Edel 57-8). Edelgan
episode at North Conway in August, 1865, where “two young Civil War veteranapgerh
still in uniform, and Henry, gallantly attended the Temple girls, devatiagselves
particularly to Minny” and “Henry felt himself once more on a footingnefjuality among
his fellows” because “[e]very uniform, every swordbelt and buckle, stgde life of action
that could never be a part of his life” (76). Olive’s sense of loss andinesasan be
attributed to her lack of “a life of action,” which James seeméygarshare.
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Moreover, Olive’s sense of lack of “a life of action” in the Civil War duénto t
boundary of gender is linked with her recognition that she does not lead “a life of
action” completely in the women’s movement like Miss Birdseye, who at theofime
the Civil War “had roamed through certain parts of the South, carrying the Bible to
the slave” and “had spent a month in a Georgian jBiis(oniansl39):

Olive had been active enough, for years, in the city-missions; she too
had scoured dirty children, and, in squalid lodging-houses, had gone
into rooms where the domestic situation was strained and the noises
made the neighbours turn pale. But she reflected that after such
exertions she had the refreshment of a pretty house, a drawing-room full
of flowers, a crackling hearth, where she threw in pine-cones and made
them snap, an imported tea-service, a Chickering piano, and the
Deutsche Rundschawhereas Miss Birdseye had only a bare, vulgar
room, with a hideous flowered carpet (it looked like a dentist’s), a cold
furnace, the evening-paper, and Doctor PrarRestpniansl39-40)
Miss Birdseye “belonged to the Short-Skirts League” and “the brevitiéofsimple
garment” reflects her wish “to be free for actioBbétonian23). She has
participated in many social reform movements and is very poor because shenhas spe
every cent for her reform movement. On the other hand, Olive, though participating
in the reform movement, remains a lady, feeling comfortable in “the hefiesst of a
pretty house” Bostoniansl40). Significantly, in the list of what Olive detests in Miss
Birdseye'’s life appears the name of Doctor Prance, who should be the model such

feminists as Olive seek: a New Woman who leads a public life with a profession.
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Though Olive belongs to the same women’s movement group as Miss Birdseye’s,
there is a gap among them: the boundary of class. If the New Woman playsa role
breaking or making unstable the boundary while the American Girl fulfills arrole
observing the boundary, Olive cannot be a complete New Woman because she
internalizes fixed boundaries and supports polarization. Indeed, she even seeks
something different in reformers:
With her [Olive’s] immense sympathy for reform, she found herself so
often wishing that reformers were a little different. There was something
grand about Mrs Farrinder; it lifted one up to be with her: but there was a
false note when she spoke to her young friend about the ladies in Beacon
Street. Olive hated to hear that fine avenue talked about as if it were such
a remarkable place, and to live there were a proof of worldly glory. All
sorts of inferior people lived there, and so brilliant a woman as Mrs
Farrinder, who lived at Roxbury, ought not to mix things up. It was, of
course, very wretched to be irritated by such mistakes; but this was not
the first time Miss Chancellor had observed that the possession of nerves
was not by itself a reason for embracing the new truths. She knew her
place in the Boston hierarchy, and it was not what Mrs Farrinder
supposed; so that there was a want of perspective in talking to her as if
she had been a representative of the aristocracy. Nothing could be
weaker, she knew very well, than (in the United States) to apply that term
too literally; nevertheless, it would represent a reality if one were to say

that, by distinction, the Chancellors belonged toaibxrgeoisie-the
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oldest and best. They might care for such a position or not (as it
happened, they were very proud of it), but there they were, and it made
Mrs Farrinder seem provincial (there was something provincial, after all
in the way she did her hair too) not to understaBds{onian28)

Here is shown the ambivalence in Olive’s attitude toward other reformdrs in t

women’s movement. Her belonging to “the oldest and best” family in “the Boston

hierarchy” creates a gap between her and her fellow reformers.

Though there is certainly a conflict between Olive and Basil in the novel, they

share their social standing and their view of Verena. Through the eyeslpfvBas

first sees her at Miss Birdseye'’s, the narrator characterizes lagr Oriental and a

gypsy-
There was, however, something rich in the fairness of this young lady;
she was strong and supple, there was colour in her lips and eyes, and her
tresses, gathered into a complicated coil, seemed to glow with the
brightness of her nature. She had curious, radiant, liquid eyes (their smile
was a sort of reflection, like the glisten of a gem), and though she was not
tall, she appeared to spring up, and carried her head as if it reached rather
high. Ransom would have thought she looked like an Oriental, if it were
not that Orientals are dark; and if she had only had a goat she would have
resembled Esmeralda, though he had but a vague recollection of who
Esmeralda had beeBdstoniansl7)

Though Basil finds Verena “pretty” as Winterbourne finds Daisy, or Vagjal§hds

Pandora, Basil's reaction to the girl is different from that of the other tvinleW
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Winterbourne and Vogelstein are surprised at the free behavior of the Amgrils,

what impressed Basil is Verena’s physical appearance. Verenaisghsingularity

is underlined from the beginning. When introducing Verena, the narrator emphasizes

the color of her hair: “The girl was very pretty, though she had red lBost¢nians

27). Verena’s red hair, the mark of her Otherness, is frequently mentioned by the

narrator in the novel, and Mrs. Luna, who fascinates Verena, calls her a tied-ha

hoyde[n]” Bostoniansl55).

The link between Verena and a gypsy is repeated through Olive’s perception.

It was just as she was that she liked her; she was so strange, so different
from the girls one usually met, seemed to belong to some queer gipsy-
land or transcendental Bohemia. With her bright, vulgar clothes, her
salient appearance, she might have been a rope-dancer or a fortune-
teller; and this had the immense merit, for Olive, that it appeared to
make her belong to the ‘people,’ threw her into the social dusiaof
mysterious democracy which Miss Chancellor held that the fortunate
classes know so little abgwnd with which (in a future possibly very
near) they will have to countB¢stonian$3, emphasis added)

Thus, though Basil and Olive regard each other as enemies, they share the view of

Verena as something foreign, and the Otherness—or strangeness—than@asi

Olive find in Verena is linked with the word “democracy.” Though James’s Asaeri

girls have been seen to represent Tocquevillian democracy, especialtgspéct to

young girls’ freedom and independence, the idea of democracy shown in this novel is

in some ways different from James’s previous works. It is certain tfiden
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Bostoniansthe American girl Verena has a certain freedom to walk around with
gentlemen so that Olive wonders if she is a “fliBbgtonian®4); however, the

problem of democracy imagined and explorediie Bostonianss related more to

the issue of popularization rather than to the freedom of young women. What is at the
center ofThe Bostonianss the issue of boundary—or the “vagueness of boundary”
(Bostoniang24); and, though Basil and Olive stand on opposite sides in the
dichotomies of male/female and North/South, they stand on the same side in terms of
class. Also, standing at totally opposite poles, they share the idea of “separat
spheres” that consolidates boundaries. Conversely, Verena, who is “a flower of t
great Democracy’Bostonians86) as well as a girl from “transcendental Bohemia”
(Bostonians3), is “not conscious of so many differences of social complexion”
(Bostonian$9) and has “no vivid sense that she was not as good as any one else”
(Bostonians0)° She is outside the hierarchical system in terms of gender and class,
and she prefers “free union8Bdstonian®6). The gap between Olive and Verena is
closely linked with that between Olive and her fellow reformers and trerefith

Olive’s remoteness from “a life of action.” Olive has “a cultivated @band “a

slender white hand’'Bostonian®) while Miss Birdseye has “a delicate, dirty,
democratidittle hand” Bostonian23, emphasis added). While Olive secretly wishes

to “be a martyr” Bostoniansl2), Miss Birdseye, who had “her battleBo&tonians

39 Though this dissertation does not focus closely on the image of Bohermiané of the
significant images in relation to the issue of boundaries as somegwrant from norms.
The three writers dealt with in this dissertation use the image of Balelifferent ways,
which might reflect various roles “Bohemia” had in turn-of-the-centungeAca. While
James’s “Bohemian girl,” Verena, shows the elimination of class bognifaarton uses
“Bohemia” in presenting the artistic area in New York, which isaséd outside the “society,”
and Cather illustrates the literally “Bohemian girl,” an immigrfaoin Bohemia as well as
refers to the radical center of American Bohemia in New Yorknfitme about the image of
Bohemia in America, see Joanna Levin.
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138), gives Olive “a kind of aroma of martyrdom,” and Verena has been “in the habit
of meeting martyrs from her childhood u@dgstoniansl39). If what matters to the
American girl in Verena’s story is whether she chooses the Boston maoritdge
heterosexual marriage, what is significant in Olive’s story is whelteeresnains a

lady of society and lacks a “life in action” or transgresses clkasdéy boundaries and
acquires a “life in action” as the New Woman.

Importantly, the development of Verena after she comes to live with Olive is
found not only in her study for the women’s movement but also in her cultural taste.
When she first comes to Olive’s house, Verena is impressed by the interior of the
room, which represents “what her mother had told her about Miss Chancellor's
wealth, her position in Boston society,” and even wonders “what could be the need of
this scheme of renunciationB¢stonian$4). In fact, Verena'’s speech is the means
of “re-enter[ing] society” Bostonian$7) for Verena’'s mother, who “clung to [. . .]
‘society” and to whom “[t]o keep it, to recover it, to reconsecrate it, was tihéiam
of her heart” Bostonian$6); to Mrs. Tarrant, “Verena was born not only to lead
their common sex out of bondage, but to remodel a visiting-list which bulged and
contracted in the wrong places, like a country-made garmBastgnian<s6).

Verena, who is one of the “low-born girldBg¢stoniansl32)—in fact a working girl

who works for her parents (she says to Olive, “I have my work, you know” [65])—
and who is contrasted with “the daughters of fashi&us{oniansL31) by Henry
Burrage, is cultivated under the influence of Olive, a lady of taste, who belogs to t
higher class and who takes Verena to the Music Hall for “the superior progs&mm

(Bostoniansl38). Living with Olive allows Verena to enter the society—more
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exactly “the best society” represented by the BurraBestpniansl94); as Pandora
advances in the society to the extent that Mrs. Dangerfield’s evaluation of her
changes, Verena advances to the extent that Mrs. Burrages, who turns down the
possibility of her son’s marriage with Verena in the first half of the novel, Qkks
not to interfere with their possible marriage in the second half of the novel. As a
“demaocratic” girl, Verena has social mobility, and she develops from “aleim
American girl” Bostonian$0) to a successful American Girl both in “the
fashionable world”Bostoniansl92) and in the public world.

In fact, Verena’s “development” is linked strongly with commercialistass
culture. Verena’s in a sense “mesmeric” attraction introduces thefitlea o
consumer society. Verena’s speech is called a performance, and she is ddmpare
“an actress” or “a singerBostonian205). Almost everybody except Ransom wants
to “produce” Verena in public; for example, Matthias Pardon’s wish to marryndere
is seen to be related to “a view to producing her in pubBos{onian®7). Through
a series of words related to “public,” James illustrates in a consideraativeeway
the contemporary consumer society of the time, where everything is linked wi
business. The power of the “public” increases to such an extent that Verenass face
put on the advertisement, that her pictures are sold, and that her “personal items”
(Bostonians329) are going to be in public. In this context, Verena, the American Girl
to be created in the public arena, represents the materialistic, bugnesed
American mass culture. Here is a duality in the figure of the Amegichnwhile
trained by Olive and getting sophisticated in her high culture, Verena at theigzn

becomes more like the icon in the popular culture. It is interesting that erena
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have a “performance” in front of “people” in the Music Hall, where Olive once took
her to listen to classical music to cultivate her.

The democracy embodied by Verena—*“a flower of the great Democracy”
(Bostonians86)—reminds readers of the idea of democracy represented by Henrietta
in The Portrait of a Ladywho is called “a kind of emanation of the great
democracy—of the continent, the country, the natisdVElll: 130). Isabel tells
Ralph that “there is something of the ‘people’ in” HenrieMa E1l1l: 130), who has
what Mrs. Touchett and Osmond calls “boarding-house civilizatidiYElIl:133)
and vulgarity; then, Olive thinks that Verena, with “her bright, vulgar clothes, [. . .]
belong[s] to the ‘people”Bostonians3). The new aspect of American democracy
which is portrayed rather comically in Henrietta and her journalism in the 1881 novel
is examined in a more negative way in the 1886 novel, which was written aftexr Jame
visited the United States. James’s ambiguous view toward this aspect of dgmocra
can be found in his presenting the issue of “blood” in the portrait of Verena, which
distinguishes her from Olive, who is an American girl belonging to “the otohebt
best” society Bostonian28). Though Verena comes to be refined under Olive’s
influence, she is not deprived completely of her “authors.” The narrator rdjyeate
mentions Verena’s “blood of the GreenstreeBigtonians86) and “queer, bad
lecture-blood” Bostoniansl93), and emphasizes that Verena’s is attributed to her
blood; “whatever theory might be entertained as to the genesis of her talent and he
personal nature, the blood of the lecture-going, night-walking Tarrants did dystinctl
flow in her veins” Bostonian229). In addition, under Olive’s tutelage, Verena, who

was in “bright, vulgar clothes’Bostonian$3), is partly transformed into the
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American Girl in white. At the Burrages, Verena on the platform “dressejghite,
with flowers in her bosom"Bostonian205). Again, she is in white in the Music
Hall, but the narrator emphasizes the color of her hair: “She was dressedeinantit
her face was whiter than her garment; above it her hair seemed to shin@like fir
(Bostonians341). What Basil and Olive find as Otherness in Verena, which is
symbolized by her red hair, still remains.

James has a keen awareness of the change in the definition of “demaaracy” i
the late nineteenth century, which is hinted at in Basil’s reading Todlguawvd
Carlyle, feeling “very suspicious of the encroachments of modern democracy”
(Bostoniansl49). Democracy in this novel means the abolition of boundary, and what
James seems to care about most and what makes ambivalent his attitude toward
American Democracy is the boundary between high culture and low culture, or the
popularization of culturé® As mentioned above, although the central dichotomy in

this novel can be found between Olive and Basil, from behind the conflict emerges

0 Also, James is conscious of the change in the nature of the social mbv@ine’s sense

of loss about her inability to participate in the Civil War is in somgsviaked to her feeling

of “being too late” for the prime of the transcendental soefarm of the Victorian period.

In the novel, the active days of Miss Birdseye are related in a nostalgiand they are

linked with the image of battles:
It had become apparent that her long and beautiful career was drawing ®, a clos
her earnest, unremitting work was over, her old-fashioned weapons were broke
and dull. Olive would have liked to hang them up as venerable relics of atpatie
fight, and this was what she seemed to do when she made the poor lady relate her
battles—never glorious and brilliant, but obscure and wastefully heqailt
back the figures of her companions in arms, exhibit her medals and sceg's. Mi
Birdseye knew that her uses were ended; she might pretend still to gdhebout
business of unpopular causes, might fumble for papers in her immemotial satc
and think she had important appointments, might sign petitions, attend
conventions, say to Doctor Prance that if she would only make her bleep s
should live to see a great many improvements yet; she ached and was weary,
growing almost as glad to look back (a great anomaly for Miss Birdssye) a
look forward. Bostoniansl38)
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a certain resemblance between the two. There is something in common Basiéen
and Olive, both belonging to traditional families in a high society and both detesting
vulgarity. Though seeing Olive as an enemy, Basil understands Olive’sceacrif
when he sees that they sell Verena’s pictures and “the sketch of her life,” the
commercialization of Verena: “Verena was not in the least present to him in
connection with this exhibition of enterprise and puffery; what he saw was Olive
struggling and yielding, making every sacrifice of taste for the shitee largest
hearing, and conforming herself to a great popular systBostonians335). Here

Basil does not accuse Olive, and the two relatives stand at the same side against “
great popular system,” represented by such characters as Matthias Par&amadn

Tarrant.

James is aware that such heroism as Olive seeks is no longer poss$iblpastbellum
America, or New England. The decline of Miss Birdseye symbolizes thee@tlthe old,
ideal heroic social reform movement in New England:
In her [Miss Birdseye’s] own person she appeared to Olive and Verena a
representative of suffering humanity; the pity they felt for her wetsopsheir
pity for all who were weakest and most hardly used; and it struck Miss
Chancellor (more especially) that this frumpy little missionarg tha last link
in a tradition, and that when she should be called away the heroic age of New
England life—the age of plain living and high thinking, of pure ideals and
earnest effort, of moral passion and noble experiment—would effectually be
closed. It was the perennial freshness of Miss Birdseye’s faithallatad such
a contagion for these modern maidens, the unquenched flame of her
transcendentalism, the simplicity of her vision, the way in which, ie spit
mistakes, deceptions, the changing fashions of reform, which make the medie
of a previous generation look as ridiculous as their bonnets, the onlyhhing t
was still actual for her was the elevation of the species by thangeaf Emerson
and the frequentation of Tremont TempBogtoniansl39)
Here James is aware of the change in the social reform fromdtoeidh period to the
Gilded Age. The social reform represented by Miss Birdseye islglosnnected with
transcendentalism, central to which is Emerson’s social refornTio the eyes of Basil, Miss
Birdseye “look[s] as if she had spent her life on platforms, in audiemcesnventions, in
phalansteries, inéance’s(Bostonians23), the typical forms of social reform in the
Victorian period, which must have been familiar to James himself as Herawaght up by a
father who was committed in Swedenborg’s spiritualism, Fourissigalism, and
Emersonian transcendentalism (Edel 8).
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Significantly, it is not Olive who controls Verena'’s performance in the Music
Hall in Boston. When Basil cried out for Verena in front of the dressing room,
Matthias Pardon mentions the name Mr. Filer, and Basil learns that therlaties
the show manager:

When he [Pardon] had hurried away again, Ransom said to the
policeman—"Who is Mr Filer?’
‘Oh, he’s an old friend of mine. He’s the man that runs Miss
Chancellor.’
‘That runs her?’
‘Just the same as she runs Miss Tarrant. He runs the pair, as you
might say. He’s in the lecture-businesBogtonians340)
Here is another Father, the creator of the American Girl in popular culinder the
control of Mr. Filer, Olive’s romantic plan is made into a business, where Olive has
no agency. The battle seemingly between Basil and Olive, or man and woman, shifts
here to one between the American (and Northern) business man and the woman
including the feminized Southern man.

Thus, “the emancipation of women”—the abolition of boundary in terms of
gender—is closely intertwined with the abolition of boundary in terms of clads, a
Olive’s incapability of living a “life of action” is closely connectediwthis. When
Olive asks Verena for their sisterhood friendship at the beginning, Olive sayf, “
give up—I will give up everything!”"Bostonian4); having a connection with a girl
from a low family, Olive decides to give up her “position in Boston society”

(Bostonianss4) and her sophisticated tastes. But how much can she give up? There is
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a key scene, when Olive and Verena visit the Burrages, where the boundassof cl

is consolidated. Listening to the piano Henry Burrage plays, Olive cannot Ingp be

relaxed and comfortable: “Olive was extremely susceptible to music, aag it

impossible to her not to be soothed and beguiled by the young man’s charming art”

(Bostoniansl19). In Olive’s mind, then, her great cause temporally expires:
It was given to Olive, under these circumstances, for half an hour, to
surrender herself, to enjoy the music, to admit that Mr Burrage played
with exquisite taste, to feel as if the situation were a kind of truce. Her
nerves were calmed, her problems—for the time—subsided.
Civilisation, under such an influence, in such a setting, appeared to have
done its work; harmony ruled the scene; human life ceased to be a
battle. She went so far as to ask herself why one should have a quarrel
with it; the relations of men and women, in that picturesque grouping,
had not the air of being internecine. In short, she had an interval of
unexpected rest, during which she kept her eyes mainly on Verena, who
sat near Mrs Burrage, letting herself go, evidently, more completely
than Olive. Bostoniansl19-120)

As she has “the refreshment of a pretty house, a drawing-room full of flowers, a

crackling hearth” after she gets involved in “the city-missioBsisfoniansl40,

139), Olive feels comfortable in listening to the music “with exquisite tasid’eaen

thinks that “the relations of men and women, in that picturesque grouping, had not the

air of being internecine.” Just as Basil does in the memorial hall, Oliysotaumily

forgets “the whole question of sides and parti@&Jstoniansl89). James’s idea of
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“civilization” mentioned here refers not to the contemporary idea of “Araer
civilization” based on imperialism and materialism but to the traditional, Eamppe
and more aristocratic one. After listening, Verena says to Olive, “ltdMoeivery
nice to do that always—just to take men as they are, and not to have to think about
their badness. It would be very nice not to have so many questions, but to think they
were all comfortably answered |[. . .]—sit there and listen for ever to Schuldert a
MendelssohnTheydidn’t care anything about female suffrage! And | didn'’t feel the
want of a vote to-day at all, did youBdstoniansl21). Though Olive denies
Verena’s idea in the end and the denial serves rather to strengthen their union of
sisterhood, it is still important that Olive temporarily forgets about thenfethtause
and is comfortable listening to the piano in the house belonging to the upper class.
Indeed, Olive’s problem is that she cannot completely abolish boundaries
though she tries to do so. Olive’s romanticism internalizes the class boundary. On the
surface, she intends to cross the boundary of class; nevertheless, she never likes
Verena’s idea of their “free union,” and, as Leslie Petty stateSintbalance of
power” in their union makes it not an alternative of heterosexual marriage but a
repetition of it (392). Also, while Olive has enormous love for Verena, she at the
same time repeats what Mr. Tarrant did. At the beginning of the novel, Vereea mak
a speech under her father's mesmeric power; after she begins to live wgh Ol
Verena stops to give a speech in the mesmerized state, but her voicpasthtibf a
ventriloquial body. In the earlier part of the novel, Olive, asked to addresschsgte

Miss Birdseye’s, answers she cannot:
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‘| can’t talk to those people, | can’'t’ said Olive Chancellor, with a
face which seemed to plead for a remission of responsibility. ‘I want to
give myself up to others; | want to know everything that lies beneath and
out of sight, don’t you know? | want to enter into the lives of women
who are lonely, who are piteous. | want to be near to them—to help them.
| want to do something—oh, | should like so to speak!”

‘We should be glad to have you make a few remarks at present.” Mrs
Farrinder declared, with a punctuality which revealed the faculty of
presiding.

‘Oh, dear, no, | can’t speak; | have none of that sort of talent. | have
no self-possession, no eloquence; | can’t put three words together. But |
do want to contribute.’ Bostonian29-30)

Though she desires to speak and to have a “life of action,” all she can do is to
contribute money. Olive’s “possession” of Verena reflects this aspectvd ©li
commitment to the women’s movement. Through Verena'’s voice, for which Olive
pays money, Olive wishes to meet her heroic romanticism in participating in the
“great movements.” Verena practices and almost memorizes the spebatiesas
she once reveals to Basil, are written by Olive: “Well, she makes min#ie-best
part of them. She tells me what to say—the real things, the strong thingsisié’'s M
Chancellor as much as meBdstoniansl75).

At the end of the novel, however, Olive breaks the boundary, going to the
platform herself and entering a “life of action.” When Olive knows Verena is

deserting her, she “rushe][s] to the approach to the platf@ostgnians348):
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If he [Basil] had observed her, it might have seemed to him that she
hoped to find the fierce expiation she sought for in exposure to the
thousands she had disappointed and deceived, in offering herself to be
trampled to death and torn to pieces. She might have suggested to him
some feminine firebrand of Paris revolutions, erect on a barricade, or
even the sacrificial figure of Hypatia, whirled through the furious mob of
Alexandria. Bostonians348-49)

James here illustrates Olive going to the platform as a fighting wontéct will

meet her “most sacred hope” to risk her life for sometfug{oniansl 2).

Symbolically, what stops her at the next instant is “the arrival of Mrs geiraad her

son” Bostonians349), who represent the bourgeoisie, the upper class to which Olive

belongs and because of which she cannot feel she fits completely in the women’s

movement and cannot speak. Sarcastically asked, “Olipagoing to speak?”, by

“the lady from New York,” Olive answers: ‘| am going to be hissed and hootkd a

insulted!” Bostonians349). What “greeted Olive Chancellor’s rush to the front,”

however, is “the quick, complete, tremendous silence” of “the great public,” and

“what ever she should say to them (and he [Basil] thought she might indeed be rather

embarrassed), it was not apparent that they were likely to hurl the behblees a

(Bostonians349). Though the next sentence shows “Ransom, palpitating with his

victory, felt now a little sorry for her’Bostonians349), it can be said that Olive too

possibly gets her victory: Olive finally “can speak.” Claire Kahane, whlkades on

the relationship between hysteria and feminism, argues that “the womevesant

was characterized by giving women voice, not only metaphorically throughgpeiff
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but literally in the pervasive speechifying by women on platforms around the world”
(288) and discusses the importance of voicEhia BostoniansAs Kahane aptly

points out, there are two final scenes in this novel; while Basil Ransom talesaVer
out of the hall and silences her, Olive “becomes a potential phallic woman” on the
platform (Kahane 297). Early in the novel, Verena tells her mother that if Gfiite
“afraid of facing the public, she would go far ahead of” Bars{onians/9). In other
words, Olive can be Verena. Of course it is not to say that Olive can be @garay/
whose “face and [whose] identity” are “conceal[edBbétonians349), but that Olive,
who has been “a patroness of movements who happened to have nBostghians
79), can be “Verena,” the first-rate female public speaker. And yetsJamees the
result open. In the long citation above, Olive is compared to “some feminine
firebrand of Paris revolutions,” which may remind readers of Eugéene Dealacroi
famous picture of the French revolution titled “Liberty Leading the Peoatel'she

is also compared to Hypatia, a female philosopher and mathematician who wahs kille
by the Christian moB* Though both are heroic female figures, readers cannot tell
whether Olive becomes the “Liberty leading the people” or the victim oféat g
popular system”Bostonians335), killed by the mass. James’s ambiguity about
American democracy is in some ways found in the final picture of Olive, who is
standing on the democratic stage and “facing the public” with her high, romantic
mind Bostonians/9). The novel thus ends with two girls standing on the threshold—
one between “a girl” and “a married woman” and the other between “a gtl"aa

New Woman"—Dboth vulnerable and insecure.

41 For more on the image of Hypatia in literature, see Maria Dzielska 1-26.
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Taken togethefThe Bostonianguxtaposing two stories of “girls,” explores in
a complicated way the issue of boundary and American democracy. While James
illustrates negatively Ransom’s conventional gender-based view on the idea of
“separate spheres,” he still to a certain extent separates himselOlive’s
feminism because her idea of gender is also based on the “separate spheres” in a
different way from Basil’'s. The democratic “free union” which Vererekseannot
be found either in her union with Basil or in that with Olive. Moreover, the idea of
“democracy” is changed in this novel, as it is linked more with popularization,
commercialism, and mass culture. While James shows separatism in gender in a
negative light, he is not positive toward “vagueness of boundBostonian24)
between public and private and between high culture and low culture. In this
complicated picture of America, the idea of American civilization Jamesssmight
be found in the scene cited above, when Henry Burrage plays the piano: “Conlisati
under such an influence, in such a setting, appeared to have done its work; harmony
ruled the scene; human life ceased to be a baBlestoniansl19). The idea of
sophisticated “harmony” brings in something different from polarization,
demarcation, and also popularization.

Finally, there is one character in the novel who truly “succeeds.” The tdrarac
James portrays most positively in this novel is Doctor Prance, whose name may
reflect the name of Jewett’s girl who becomes a New Woman, Nan Pfiboetor
Prance stands in a very peculiar position, since she does not completely anmmit t

either side of the dichotomy in terms of gender. Doctor Prance, “a plain, spag y

*2 Marcia Jacobson, arguing the influence of the New Woman novel as wélrasCivil
War Romance ifThe Bostoniansalso points out this similarity (25-27).
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woman, with short hair and an eye-glaf3d$tonian26), has chosen the

traditionally male profession, the doctor. When Basil first meets her at Mrs.
Birdseye’s party, he understands her as “a perfect example of the &famale’—

the figure which [. . .] was produced by the New England school-system, the Puritan
code, the ungenial climate, the absence of chivaBgs{onians33); then, she seems
like a boy in Basil’s eyes: “She looked like a boy, and not even like a good boy. It
was evident that if she had been a boy, she would have ‘cut’ school, to try private
experiments in mechanics or to make researches in natural history. luevésatrif

she had been a boy she would have borne some relation to 8gstdfians33).

Thus, Doctor Prance is categorized as a “boyish” female, who does not ncessa
subvert the heterosexual social system itself but succeeds in transcendileg thie

the “separate spheres.” Being present at Miss Birdseye’s meg@titpr Prance is
dubious about the idea of Mrs. Farrinder, who is regarded as the first-rate feminist
Doctor Prance says, “All | know is that | don’t want any one tanelNvhat a lady

can do!” Bostonians39). Later in the novel, when Miss Birdseye passes away,
Doctor Prance goes back to Boston soon, saying, “I am not of importance. They think
women the equals of men; but they are a great deal more pleased when a man joins
than when a woman doedBd@stonian276). She does not “care for great

movements” Bostonians34) nor seek any sympathy, heroism, and romanticism;
instead, she just works as a doctress and in a way practices the movemeatah a lit
sense. James ironically reveals that she is much more skilled than Mr. Tieant

mesmeric healer:
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She [Doctor Prance] didn’t believe in his [Mr Tarrant’s] system or
disbelieve in it, one way or the other; she only knew that she had been
called to see ladies he had worked on, and she found that he had made
them lose a lot of valuable time. He talked to them—well, as if he

didn’t know what he was saying. She guessed he was quite ignorant of
physiology, and she didn’t think he ought to go round taking

responsibilities. Bostonians35)

Thus, the presence of Doctor Prance undermines both a vulgar paternalism

symbolized by Mr. Tarrant and feminist movements in the novel. “It was céitzen,

narrator asserts, “that whatever might become of the movement at largar, Doct

Prance’s own little revolution was a succe®dgtonians39). If Olive seeks a

romantic revolution, Doctor Prance practices the realist revolution.

Doctor Prance’s role is to present a different idea about the gender issue from

that of Mrs. Farrinder and Olive or of Basil:

‘Well, did she [Mrs. Farrinder] convince you?’ Ransom inquired.

‘Convince me of what, sir?’

‘That women are so superior to men.’

‘Oh, deary me!’ said Doctor Prance, with a little impatient sigh; ‘I
guess | know more about women than she does.’

‘And that isn’t your opinion, | hope,” said Ransom, laughing.

‘Men and women are all the same to me,” Doctor Prance remarked. ‘I
don’t see any difference. There is room for improvement in both sexes.

Neither of them is up to the standardbgtonians33-34)
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Committing to neither side, feminist or anti-feminist, she most powerfabws the

idea of democracy in terms of gender. Moreover, James, though being ambivalent
about the separatist sisterhood of Olive and Verena, seems to be positive about the
sisterhood of Miss Birdseye and Dr. Prance, who live in the same house with others,

where “prevail[s] much vagueness of boundaBtgtonian24).

4. The Golden Bow(1904)
When James returned to his international theme in his later career, his

American girls changed from his original ones such as Daisy Millersaiwbl
Archer. Mamie Pocock, an American girl and the fiancée of Chad Newsohhe in
Ambassador§1903), is considerably different from her sisters in James’s earlier
works. Mamie is regarded as the product of Woollett, which symbolizes to Strether
the power of Mrs. Newsome; Strether has wondered “if Maveie as pretty as
Woollett published her” and thinks that “seeing her now again [i]s to be so swept
away by Woollett’s opinion”'YEXXII: 75). Different from other American girls in
James’s previous works, she knows what is going on. Talking with Mamie, Strether
finds that she, “unlike Sarah, unlike Jim, knew perfectly what had become of” Chad
(NYEXXII 151) and she indirectly admits it, saying, “Oh yes, | know everything.”
(NYEXXII 155). In fact, Mamie has something in common with Pandora, having
been already settled and being in some ways a “woman”:

For shewascharming, when all was said—and none the less so for the

visible habit and practice of freedom and fluency. She was charming,

he was aware, in spite of the fact that if he had n’t found her so he
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would have found her something he should have been in peril of
expressing as “funny.” Yes, she was funny, wonderful Mamie, and
without dreaming it; she was bland, she was bridal—with never, that he
could make out as yet, a bridegroom to support it; she was handsome
and portly and easy and chatty, soft and sweet and almost
disconcertingly reassuring. She was dressed, if we might so far
discriminate, less as a young lady than as an old one—had an old one
been supposable to Strether as so committed to vanity; the complexities
of her hair missed moreover also the looseness of youth [. . .]

But if all this was where she was funny, and if what was funnier
than the rest was the contrast between her beautiful benevolent
patronage—such a hint of the polysyllabic as might make her
something of a bore toward middle age—and her rather flat little voice,
the voice, naturally, unaffectedly yet, of a girl of fifteen; so Strether,
none the less, at the end of ten minutes, felt in her a quiet dignity that

pulled things bravely togetheNYEXXII 149-50)

What Strether perceives as funny is the gap in Mamie, the odd mixture of tbhe mat

and the maiden in her. Though Mamie is still an American “girl,” inside héreiady

a “woman” who has “a quiet dignity that pulled things bravely together.” The

American girl represented by Mamie is no longer insecure but has much more powe

and control than James’s previous American girls. The description of Mam&sgefle

the contemporary trend of connecting the American girl with the image of a bride

Through Strether’s eyes, “[w]hat Mamie was like was the happy brideritheeafter
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the church and just before going awalMYE XXIl 76-7); however, she can be so
without “a bridegroom to support itNYEXXII 149). Having much more knowledge
and control than James’s earlier American girls, the American githén
Ambassadorias a mission of taking the American man back home as an expected
bride; and in the matronly nature of Mamie can be found James’s awareness of the
change in American women, who, as are presented by the dominating presence of
Mrs. Newsome, became more powerful.

James'’s last novel,he Golden Bow(1904), has been read as a kind of
settlement of his long exploration of American girls’ marriages, andshive
argued that in this novel James “brings the marriage off’ (Edel 585) and “tlier¥e
are not faced with defeat or renunciation, but with the consequences of complete
triumph” (Matthiessen 99). Examining James’s portraits of the Americhn gi
however, reveals that her marriage is not so a complete “triumph” elfére iGolden
Bowl, which can be seen as another version of James’s continuous study of the
Tocquevillian idea of American democracy and the female and which also explore
the issue of the “American civilization” that was being built by turn-of-tetary
progressive America when James wrote the novel.

What distinguishes Maggie from James’s previous American girls is that

Maggie remains the American girl even after marrf&gghe spends every day freely

*3In one sense, the Prince plays the role of the American wife, having no fraedom
staying at home. Acutely arguing the Prince’s feminization through hisagaito Maggie,
Guy Davidson suggests that “the Prince is associated with aestlgilealsing but
instrumentally useless objects” (28). This point is significantesiere occurs the reversion
of the fixed ideas of gender. While Wharton criticizes the social coovenhere women
should be ornamental, in James’s works men should be ornamental. Indeed, in James’s
novels, it is not only a woman who is looked at; rather, it is a man whose bodiad lat

and selected. Daisy is together with Giovanelli because he is handsdrhe.Bostonianst
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at her father's house, which has rooms for Maggie and her boy, and “[t]he Principino,
for a chance spectator of this process, might have become, by an untoward stroke, a
hapless half-orphan, with the place of immediate male parent swept bare and open to
the next nearest sympathyGB 115). The boy in fact is “a link between a mamma

and a grandpa’@B 115), which evokes a sense of incest. When Adam gives a party,
which is held by his wife, Maggie is so anxious and excited that she, not Charlotte,
looks like the hostess, as “Maggie Verver”: “It was all unmistakable, and &g aset
possible, if one would, and even as funny; but it put the pair so together, as undivided
by the marriage of each, that the Prince#ds¥y avait pas a dire—might sit where

she liked: she would still, always, in that house, be irremediably Maggie VéG®8r”

237). The boundary between “a girl” and “a married woman” is blurred here, and
Maggie remains a perpetual American Girl, because of the enormous power of he
father’'s money. Considering that James’s previous girls have been innocentabout t
power of money—for example, Daisy Miller and Isabel Archer do not realite tha

men are attracted to their money—Maggie is not completely “innocent” from the
beginning. Maggie fully recognizes the power of money and leads her mégied |

an American way as “Maggie Verver.” The Garden of Eden, where Maggie and
Adam belong, is protected by Adam’s “rare power of purcha&B'561), and

American innocence in this novel is imagined not the same way as was ilthgtrate

“Daisy Miller”; it becomes something artificial, political, and even winf&

is not only Basil who is to blame for ignoring the thought of Verena andojisgl her
because she is pretty; Verena, too, loves Basil only because he is phgsiicadtive, for she
declares she dislikes his thought. Thenltie Golden BowlMaggie loves the Prince because
he is handsome. In James’s novels, not only the female body but also the dgatethe
object.

44In fact, American “innocence” represented by Adam and Maggie is muiogkas it seems,
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Maggie, in perpetual American girlhood, is vividly contrasted with another girl

in the novel, Charlotte Stant. While Charlotte has tended to be situated on the side of
Europe in the dichotomy of America and Europe, or Innocence and Experience, what
is worth noting is that Charlotte is created as an American girl, ok \&hg cannot
be fully so. In the original idea of the novel written in his notebook in 1892, James
depicts Charlotte as American: “the father, a widower and still yolinigés sought
in marriage at exactly the same time an American girl of very muctatine age as
his daughter”CN 74); “The other woman and the father and daughter all intensely
American” CN 75). Charlotte, however, cannot fully recognize her citizenship
because America is “the country for interestsB(43). She confesses that she went
back to her country to marry “some good, kind, clever, rich AmeridaB’43), but
could not succeed. The point that Charlotte is a “poor” American girl is underlined
again when Maggie asks her father to invite Charlotte to their house:

It had all Mr Verver’s attention. ‘She has “tried™—?’

‘She has seen cases where she would have liked to.’

‘But she has not been able?’

just as Charlotte is not as “evil” as she seems. Charlottengithe Prince’s alone on a rainy
day, complains that both Adam and Maggie neglect Charlotte: “What do thigy rea
suppose . . . becomes of one? [. . .] even just physically, materially, as svametering
woman: as a decent harmless wife, after all; as the best stepmothei) ahat really ever
was; or at the least simply asnaitresse de maisarot quite without a conscienceGB 223-
24): American innocence—or indifference—becomes violence. Then, afteipeg
something has happened, Maggie “innocently” tries to solve the problem aridtt€ha
forced not only to be sexually “innocent” but also to be innocent/ignorant aboutsvguahg
on. On the other hand, Charlotte presents morality to some extent. Fanny Assiegtig in
the novel, tells her husband that Charlotte gave up the marriage to e &rihthat she did
not choose to be his mistress, which she could if she wished. When Chadeites a
telegram from the Prince, she offers it to Adam, and it is Adam who rdfuses it. Then,
Charlotte and the Prince do not have or intend to have an immorainshap immediately
after Charlotte’s marriage. The scheme of good America /evil Euhapés central to most of
James’s works is undermined in this novel, which makes the boundary ambigdayste
complicated.
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‘Well, there are more cases, in Europe, in which it doesn’t come to
girls who are poor than in which it does come to them. Especially,” said
Maggie with her continued competence, ‘when they’re Americans.’
(GB 135)
Charlotte, who is beautiful and sophisticated but cannot marry because she is poor,
has much in common with Lily Bart in Edith WhartoiTee House of the Mirth
which was published a year affene Golden Bowlhowever, Charlotte is different
from Lily in two ways. First, while Lily declares she has to marry, ©tiartells the
Prince that even if she cannot marry “[t]he position of a single woman to-dagyis
favourable, you know”GB 44). This statement is highly significant, since Charlotte
can possibly become a New Woman, as Isabel Archer could be, though James does
not make her so. Second, while Lily cannot consider marriage as a business
transaction and dies in the end, Charlotte can, and marries Adam. Many dhssatat
the turn of the century including Charles Dana Gibson show that marriage becomes a
form of business in the turn-of-the-century materialistic society inrf&aeror
example, Figure 18 shows a bride supported by her father’'s money and Figure 19
shows a young bride who marries an old rich man. These two images of theakmeric
Girl can be found in the contrasted portraits of Maggie and Charlotte.
While Maggie remains the American girl even after marriage, Charintte
marrying Adam, is deprived of her freedom, and, just as Isabel is “put into’a cage

through her marriagd\N(YEIV: 65), she is imprisoned in a “gilded cage”

45 Jean Kimball, in “Henry James’s Last Portrait of a Lady: Charlstant inThe Golden
Bowl,” argues that Charlotte’s predicament is situated at the cenféedbolden Bowland,
in doing so, links Charlotte with Isabel as well as Maggie with Pansy.
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A COMMON OCCURREN
i N “THR BRIDE WENT Up THE AISLE ON HER

Figure 18. “A Common Occurrence: ‘The Bride Went up the Aisle on Her

Father's Arm’ (Life, Oct. 9, 1890)

Figure 19. A part of “Blind Women” by C. D. Gibson

(The Gibson Girl and Her Americg
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She [Maggie] walked round Charlotte’s [cage]—cautiously and in a very
wide circle; and when, inevitably, they had to communicate she felt
herself, comparatively, outside, on the breast of nature, and saw her
companion’s face as that of a prisoner looking through bars. So it was
that through bars, bars richly gilt, but firmly, though discreetly, planted,
Charlotte finally struck her as making a grim attempt; from which, at
first, the Princess drew back as instinctively as if the door of the cage had
suddenly been opened from withiGE 466)
Like a “prisoner,” Charlotte is confined in the “bars richly gilt"—the raaye with
Adam. While Maggie as “Maggie Verver'—or as the American Girl—consrtoe
“enjo[y] a place of liberty and pleasure in her father's house,” Charlatt@get
husband’s home, lives in almost cloistered surroundings” (Tocqueville 686). Though
she is not literally imprisoned in the house, Charlotte claims that she isiXpobt£
fixed as fast as a pin stuck, up to its head, in a cushi®@”187). Thus the
Tocquevilian idea of the American girl/woman, which is fully embodied alydb
Archer, is presented in the contrast of the two girfEha Golden Bowlwhere James
is more conscious than ever of the essential role of money in making the &meric
Girl.
Meanwhile, the two girls iThe Golden Bowdre connected with another issue
regarding America of the Progressive Era. Recent criticisihefGolden Bowhas

reconsidered the relationship in terms of imperialism, regarding Adanisriguof a
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museum as “the cultural work of empire” (Peyser T4&)is museum, which is under

construction in American City, is described as follows:
He had wrought by devious ways, but he had reached the place, and
what would ever have been straighter, in any man’s life, than his way,
now, of occupying it? It hadn’t merely, his plan, all the sanctions of
civilisation; it was positively civilisation condensed, concrete,
consummate, set down by his hands as a house on a rock—a house
from whose open doors and windows, open to grateful, to thirsty
millions, the higher, the highest knowledge would shine out to bless the
land. In this house, designed as a gift, primarily, to the people of his
adoptive city and native State, the urgency of whose release from the
bondage of ugliness he was in a position to measure—in this museum
of museums, a palace of art which was to show for compact as a Greek
temple was compact, a receptacle of treasures sifted to positive
sanctity, his spirit to-day almost altogether lived, making up, as he
would have said, for lost time and haunting the portico in anticipation
of the final rites. GB 107)

What is important here is that the museum that Adam is building is closely linked

with the word “civilization.” In fact, in late-nineteenth-century Amerideg building

of a nation or civilization and the building of a museum were closely connected. The

Metropolitan Museum of Art was built in 1870, the Boston Museum in 1876, the

Chicago Institute of Art in 1879—museums were built as cities developed. It

“® For criticism on the theme of imperialism, see Stuart Burrows, @éksrMiller, and
Thomas Peyser.
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symbolizes the movement of the building of American civilization and, in that the
museums collect the “world,” they had the similar function to the White Cityein t
Chicago World Exposition, which situated America at the culmination of thel\worl
evolution.

Though James stayed in England at the time of the Spanish-American War, he
was able to receive a lot of information about the war from some friends in th@ me
and in the embassy and also from some American friends such as Henry Adams, wit
whom James spent a whole summer in a manor house in the countryside; and half
connecting the war with the memory of the Civil War, James was both criticadl of a
worried about the war (Edel 471). As the war ended and the American frontier
expanded abroad, James came to have a more positive attitude toward this
progressive movement, seeing the “extension of American power” as “a New Worl
version of Britain’'amperiuni; James thought about the British Empire favorably
because “the British he felt had been good colonizers, and the cause of mwilizat
had, on the whole, been advanced” (Edel 473). This sense—"a New World version of
Britain’s imperiuni—can be fully found inThe Golden Bowlwhich starts with the
scene where the Prince, a Roman gentleman who has just engaged a ricerAmeric
girl, is walking in London feeling “in the present London much more than in
contemporary Rome the real dimensions of [. . Ihamerium” (GB 3)

On the one hand, Adam, who builds the “museum of museums,” seems to
represent the America which seeks to become an empire in the world. James
compares Adam to Cortez, linking Adam’s fascination with collectingpdieats’s

sonnet about stout Cortez in the presence of the Paci#i104) and connects him
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with the imperialist discourse by the repetitive use of such words as “congundst”
“discover.” At the same time, however, James makes Adam different from what
James thought American businessmen were. Adam has culture; hreas “a
galantuomo” as the Prince calls hi@K5). In James’s earlier nov€he American
Christopher Newman, an American businessman with new money, cannot tell the
difference between real art and imitation. On the other hand, Adam Veevecks
American businessman who never makes mistakes about antiques. In this respect,
James does not just present “the threat posed to European culture by American
capitalism” (C. B. Miller 5); instead, he explores the possibility thaettierprise of
building the “American civilization” might transform the American measkure,

which James negatively portraysTihe Bostoniananto something more
sophisticated.

C. Brook Miller reads Maggie as the drive of American cultural impsnglas
the American Girl who serves “to further America’s own imperial aggeanaent”
(20). In fact, Maggie’s marriage is part of Adam’s enterprise of caligetrt for his
museum as Maggie tells the Prince that he is “at any rate a part of bgioall and
“a morceau de mus€&€GB 10). The Prince tries to get accustomed to his wife’s and
his father-in-law’s way, and tells Maggie that he is practicing “Aca@” language:

“l want to continue, and as it's when he [Adam] talks American that imest alive,
so | must also cultivate it, to get my pleasui®B(7). Considering that the
standardization of language is what America carried out as a part of “inatopgr
the Prince may show the model of Americanization or assimilation. Paiitigpat

energetically in Adam’s “conquest” of Europe, Maggie to some extent sharetet
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of the American Girl imagined by Howard Chandler Christy, who insists that “the
exodus of American Girls into foreign lands can at worst only hasten that
Americanizing of the world” (125). At the same time, however, it is worth natiaig t
Maggie criticizes “America” itself while she admires her fathghen she talks with
Adam about the museum in American City, Maggie shows her contempt for
American people by using such words as “awful,” “vulgar,” and “horrible”:

‘Well, American City—if “personalities” can do it—has given me a
pretty personal side. What do you make,” he went on, ‘of what I've done
for my reputation?’

‘Your reputationthere? You've given it to them, the awful people,
for less than nothing; you've given it up to them to tear to pieces, to
make their horrible vulgar jokes against you withGB(493)

What Maggie praises is her father as American Adam and not Ameatfaatsd

here is shown the gap in the attitude toward America between Adam, who has the
dream of the American museum which will cultivate the American people, and
Maggie, who is skeptical about it (she is not so patriotic as critics have thdught; s
jokingly tells the Prince that he will not be buried till being dead “[u]nlessethgeu

[he] call it buried to go to American City@B 11]). Maggie is as “real” as her father.
While Daisy is together in Rome with Giovanelli, whom Winterbourne calls “arcleve
imitation of” an Italian gentleman (“Daisy” II: 50) and Isabel spendsearied life

in Rome with “a vague, unexplained American who has been living these thirty yea
or less, in Italy” NYEIII: 358), Maggie chooses a real Roman gentleman. Disclosing

her repugnance to “awful people” in America and denouncing them as “vugr” (
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493), Maggie reveals the reality under the romantic ideal, reflectingslautual
consciousness that, while he partly shares Adam’s romantic patriotism i ioigect
building his version of the American civilization, he also realizes that theiéane
masses lack sophistication. Though Maggie admires and encourages Adam’s
cultivating-America enterprise, she does not go back to America hergeaiifi the
building of the American civilization.

At the end of the novel, the character who goes back to American City with
Adam Verver for the opening of his museum is not Maggie or the Prince, as they
originally planned, but Charlotte. The narrator reveals that her “missieohgthing
related to the building of American civilization: “Her mission had quite tatilen-+
it was but another name for the interest of her great opportunity—that of reprgse
the arts and the graces to a people languishing, afar off, in ignor&@B&58).

Charlotte is “[g]reat for the world that was before hérathe [Adam] proposed she
should be: she was not to be wasted in the application of his B&Bg5). The

“plan” here is nothing but the building of American civilization. Considering that
Charlotte and the Prince are compared to “a pair of effigies of the camamygreat

on one of the platforms of Madame Tussau@B(61), it is certain that Charlotte,

“not Amerigo, is destined to become an exhibit in the museum of American City”
(Peyser 159). At the same time, her role in the museum is not only that of anmbject t
be seen. What Charlotte’s “mission” in America is like is already hintedthe

scene where Charlotte shows and explains about Adam’s precious collection to the
neighbors of the Fawns, who are not cultivated. Maggie cannot bear listening to the

“voice, high and clear and a little hard3B 510) and the “words, addressed to the
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largest publicity” of Charlotte, who places “her cheerful submission to dGig” (
511) with “a long silken halter looped round her beautiful ne@8 508)*’
Charlotte, the beautiful, sophisticated, and cosmopolitan woman, is taken back to the
still crude society of America to face “the awful peopl@&B(493) and work for
Adam’s “plan,” which Maggie sees as Charlotte’s death.

Hugh Stevens, focusing on the issue of sexualifyh@ Golden Bowlargues
that “Maggie, the civilized woman projects onto Charlotte the image of the ipgmit
beast” which represents threatening sexuality (“Sexuality” 64);stappropriate if
the “civilization” represented by Maggie is the contemporary Americakhzeition of
the time, where female sexuality is suppres&ddrough the eyes of Maggie and
Adam, Charlotte is linked with the stereotyped image of the Sexual Orient; for
example, Adam, when thinking about his marriage to Charlotte, juxtaposes her with
“an extraordinary set of oriental tilesGB 145) and in Maggie’s famous meditation
at the beginning of Book Two Charlotte is linked with the image of “a Mahometan
mosque” GB 300). Meanwhile, James uses the discourse of the savage / the civilized
in a totally different sense. The Prince notes the power of Charlotte’s ‘stsange
for tongues” and links her polyglot quality with civilization: “The point was that in
this young woman it [being polyglot] was a beauty in itself, and almost a yryster
certainly, he had more than once felt in noting, on her lips, that rarest, among the

Barbarians, of all civil graces, a perfect felicity in the use ofaltél{GB 41). In

47 |Interesting to note, the phrase, “her cheerful submission to da'511), may remind
readers of what Tocqueville notes about the American wife, who “ssibormarrower duties”
in her husband’s house (Tocqueville 686).

48 In fact, Charlotte, by marrying Adam, is deprived of her sexuality. Charlotte isplithe
novel that Adam, now old “Mr. Mann,” lacks masculinity; in other words, sheoisght in
the American Eden, “a state of childlike innocence, the state of onitipe parents before
the Fall” (GB 246).
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contrast, Maggie is not good at learning another language, and the plight of Maggie is
in a way caused by her ignorance of other languages—or, the linguistic
“Americanization.” Certainly, she does not know the meaning of “gentleman” in
another language: “What was supremely grotesque, in fact, was the essential
opposition of theories—as if a galantuomohafthe Princelat least constitutionally
conceived galantuomini, could do anythimgt blush to ‘go about’ at such a rate with
such a person as Mrs. Verver in a state of childlike innocence, the state of our
primitive parents before the FallGB 245-46). While Maggie is “American,”

speaking no lItalian and very poor French, Charlotte is “European” or a polyglot
cosmopolitan; and James connects here the idea of civilization with the polyglot (and
pluralism), which is sharply contrasted with the contemporary movement of
Americanization.

As recent critics have noted, the change in Maggie in Book Two is closely
related to sexuality and can be seen as the change from girlhood to wom#&hhood.
Indeed, Book Second shows the process that Maggie, who has been the “innocent”
American girl, gets to acquire “knowledge” both of the secret affair aneixoksty,
which are interestingly juxtaposed. Virginia C. Fowler, reading Maggieange
psychoanalytically in relation to a father-daughter relationship, agglyearthat
Maggie’s change is parallel to her individuation from her father, linked with “the
birth of her sexuality” and with the “awakening to her womanhood” (126, 128). By
rejecting Adam, Fowler suggests, Maggie “moves from being at once an aijeat
collector of objects to becoming a subject and a creator”; she is “the only onseof the

American girls not merely to withstand ‘the whole assault of life’ but tortph over

49 For example, see Beth Sharon Ash, Virginia C. Fowler, and Hugh Stevens.
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it” (138, 111). While Charlotte is put into the gilded cage as a powerless married
woman, Maggie, by acquiring the knowledge about “evil” and about sexuality,
renounces her status as the American Girl and “awaken[s] to her womanhood”
(Fowler 128)—not as the American wife, who has no power, but as the Princess/the
European lady.
The ending ofThe Golden Bowkhen, seemingly presents a “happy marriage”
of an American girl with a European gentleman. And yet, the final portnaditisast
in a positive light:
‘Isn’t she too splendid?’ she simply said, offering it to explain and
to finish.
‘Oh, splendid!” With which he came over to her.
‘That’s our help, you see,’ she added—to point further her moral.
It kept him before her therefore, taking in—or trying to—what she
so wonderfully gave. He tried, too clearly, to please her—to meet her in
her own way; but with the result only that, close to her, her face kept
before him, his hands holding her shoulders, his whole act enclosing
her, he presently echoed: “See”? | see nothing/but And the truth
of it had, with this force, after a moment, so strangely lighted his eyes
that, as for pity and dread of them, she buried her own in his breast.
(GB567)
Though Maggie acquires power, which James’s earlier American girls did not, the
last scene of Maggie’s “triumph” is quite ambiguous. What she feels here is not

happiness but “pity and dread” for whatever “so strangely lighted hss"ejee final
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union of Maggie and the Prince is not depicted as negatively as the one between
Verena and Basil, where the narrator declares that the union is “far flbamtirand

the tears Verena sheds are “not the last she [i]s destined to Blostir{ians350).
Different from Verena, whose eyes are covered by a hood, Maggie still covers he
eyes by herself as “she burie[s] her own [eyes] in his bre@&567). In the novel,
Maggie has tried to restore the marital relationships through the negasipeaking

and listening; Maggie’s final act of restoring her own marital r@tstip is the

negation of seeing. The final picture of the “happy marriage” thus is fardettled

and secure but is still ambiguous and in-between, making the novel open-ended. As
John Auchard acutely suggests, “[tlhere are no entirely happy endings in the
profoundly complex world of which Henry James writes, in part because there are no
endings” (149). Far from showing the ending, the final scene presents the ibgginni
of the story of Maggie as a European lady who has just crossed the threshold of the

polyglot civilization after the Fall.

After the publication orhe Golden Bowldames went back to the United
States after a twenty-year absence and saw enormous changes in his Tboatyk
he found some places unchanged and familiar, he disliked the “newness” ingsig cit
such as New York. He was horrified by skyscrapers and, in the Metropolitan
Museum, he was dissatisfied with “the expense which, like so much of the expense of
New York, d[id]n’'t educate” (Edel 613). The American civilization he found in
America was the place in which he “discovered a desire among peoplenfientsss’

rather than difference” (Edel 594). When James republished his works as the New

120



York Edition, then, he omitted a number of “American tales” includihg
Bostoniansand he also revises his American girls again, including Daisy Miller.
About a quarter century after the publication of James’s “Daisy Millar,” a
essay titled “Daisy Miller and the Gibson Girl” was publishede Ladies’ Home
Journat in the essay, Winfield Scott Moody vividly contrasted the two figures of an
American girl—Daisy and Theodosia, who is “the ‘modern’ Americari-gidnd
characterized their most essential difference as Daisy’s “igngramc Theodosia’s
“knowledge”: “One might have fancied that Daisy herself was reiatadn with a
difference—with this difference: Daisy knew no better. Theodosia knows bditter w
every sensitive fibre of her highly organized and highly trained and developed mind
and body” (17). When James revised “Daisy Miller” for the New York Edition in
1909, he in an ironical way showed the dichotomy between nature and civilization,
which Moody finds in the difference between Daisy Miller and the Gibson Girl. In
the Preface he added to the 1909 edition, James describes the model of Daisy Miller
as “a child of nature and of freedonNYEXVIII: v), and in the 1909 version, he
used the expression, “the child of nature of the Swiss lakeNYEXVIII: 46),
instead of “Daisy Miller,” which is used in the 1878 version. The link between Daisy
and nature is significantly underlined in the 1909 version again when a friend of
Winterbourne tells him about Daisy’s portrait; in the 1878 version, the friend says, “I

had the pleasure of contemplating a picture of a different kind—that prettyicamer

50 “Daisy Miller: a Study” was first published i@ornhill Magazinein June and July, 1878,
and appeared with slight revisions as a book published by MacMillan in 1879)&inezs
fully revises the 1879 version into the New York Edition published in 1909, whetilehe
itself is changed to “Daisy Miller.” As for the revision of Dalgjfler, see also Viola R.
Dunbar. Dunbar concludes that the aim of the revision is “to bring out morby ¢hea
meaning of the situation” about “a spontaneous American girl who is thenattiigid
social conventions” (316-7).
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girl whom you pointed out to me last week” (“Daisy” Il: 60), and, in the 1909
version, he says, “I enjoyed sight of an image of a different kind; thatArttlerican
who’s so much more a work of nature than of and whom you pointed out to me

last week” NYEXVIII: 79, emphasis added). On the other hand, when Daisy Miller
is told to get on Mrs. Walker’s carriage to save her “reputation,” the narrator
describes Winterbourne’s thought by the phrase, “Daisy Miller should take Mrs.
Walker’s advice,” in the 1878 version (“Daisy” Il: 53), which is revised into the
phrase, “his charming friend should listerthe voice of civilized societyin the

1909 versionNYEXVIIIl: 62, emphasis added). Here Mrs. Walker, who is treated as
an individual in the 1878 version, is regarded as the representative of the “civilized
society,” where Daisy Miller, “a child of nature,” cannot be accepted. thdbe

1909 version highlights clearly the opposition of the American Girl as “a child of
nature” to the “civilized society,” and the characters belonging to théiZzed

society” are much more ironically describ®dlames makes the characters who
belong to the “civilized society” less attractive, which suggests his irom@aation to

the controversy which the original version of “Daisy Miller” raised inlméted

51 Mrs. Costello “becomes more acid-tongued, indulging habitually in sarcastic
exaggerations” (Dunbar 313), and Mrs. Walker becomes harder and mor&\éugled.
characters of the “civilized society” become less attradétinthe 1909 version, Daisy also
becomes more powerful. Asked by Winterbourne why he takes Daisy to thealenplerce,
Giovanelli in the 1878 version answers, “For myself | had no fear; and she wagtzd and
Winterbourne exclaims, “That was no reason!” (“Daisy” Il: 67); in1889 version,
Giovenelli answers, “For myself | had no fear; ahé—she did what she liked,” and
Winterbourne repeats the phrase, “She did what she likhMEXVIII: 92). In the 1909
version, Daisy is not so much a victim as in the 1878 version. While in the 18kvhis
responsibility is attributed more to Giovanelli, who did not stop Daisy, dtler Daisy who
is responsible for her own death in the 1909 version, where Daisy’s—ont&ecan
gir's—freedom, will, and agency are more emphasized.
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States’?> Moreover, his emphasis on the nature/civilization dichotomy and his
redefinition of the American Girl as a “child of nature” in his final revissbiDaisy
Miller suggests that James, facing drastic changes in Americatysdmally
distances himself from the possibility of building such an “American zatilbn,” as

he explores iMhe Golden Bowl

Taken together, James, continuously revising his American girl, rdsasts t
stereotyped American Girl plot which was popular around the turn of the century, and
his revision of the American girl shows his complex and shifting view of the young
female in America as well as of the American democracy. James’scamejir|
does not have a “happy marriage” as does the American Girl in popular culture,
revealing that a “girl” is insecure and vulnerable; at the same timeskaAmerican
girl becomes more powerful, which may reflect James’s awareness of tigedcha
American women. Also, the Tocquevillian idea of American democracy, which is
fully embodied in his earlier American girls such as Daisy and Isabel,scianfoe
juxtaposed with the new idea of American democracy linked with the progressive
idea (as is shown in “Pandora”) and with the emergence of mass culture and the
popularization of culture, which James negatively portrayiaBostoniandn his
later novels, James explores the issue of American civilization inorelatithe
American girl; however, after facing the reality when he went back totited

States at the beginning of the twentieth century, he separates himselisrom h

°2 As James mentions in his Preface, “Daisy Miller” is fiegected by an American publisher
for the reason that it is “an outrage on American girlho®&Y EXVIII: v). After its
publication, “William Dean Howells wrote the author that society almegie itself into
Daisy-Millertites and anti-Daisy-Millerites” (Dunbar 311).
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romantic idea of American civilization, which may lead to the revision of hysnaii
American girl Daisy Miller into “a child of nature,” who is not conformiiogthe
“civilized” world.

In the next chapter, | will deal with the representation of Americanrgidith
Wharton’s novels, which are set in the America of the Gilded Age that James
negatively calls “the great Republic” in the revised version of “Pandora.ttéfhin
an ironical way plays with the popular icon of the American Girl, and in her

American girl can be traced the Jamesian idea of American dalasld of nature.”
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Chapter Three: Edith Wharton’s Critique of the Amoan Girl

Edith Wharton’s autobiography published in 1988ackward Glancestarts
as follows:
It was on a bright day of midwinter, in New York. The little girl who
eventually became me, but as yet was neither me nor anybody else in
particular, but merely a soft anonymous morsel of humanity—this little
girl, who bore my name, was going for a walk with her father. The
episode is literally the first thing | can remember about her, and
therefore | date the birth of her identity from that daf.Backward
Glance 1)
Looking at her little self as a third person, Wharton regards the birth of Iméitycdses
simultaneous with her recognition of gender. She continues to tell how thedittle E
puts on clothes, looking at her figure in the glass:
She had been put into her warmest coat, and into a new and very pretty
bonnet, which she had surveyed in the glass with considerable
satisfaction. The bonnet (I can see it today) was of white satin, patterned
with a pink and green plaid in raised velvet. [. . .] As the air was very
cold a gossamer veil of the finest white Shetland wool was drawn about
the bonnet and hung down over the wearer’s round red cheeks like the
white paper filigree over a Valentine; and her hands were encased in

white woolen mittens. A Backward Glane 1)
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Here the little Edith’s clothes faithfully reflect one of the esseahiaracteristics of

the image of the American Girl: whiteness. She puts on a new bonnet made “of white
satin” and with a veil of “the finest white Shetland wool,” and wears “white woolen
mittens.” It is at this time, Wharton relates, that the little Edith “wokiié

importance of dress, and of herself as a subject for adornment”; in other words, the
moment was “the birth of the conscious and femimnagn the little girl's vague

soul” (A Backward Glane 2). On that day, Wharton continues, the little Edith, who
walked down Fifth Avenue with her father, met Cousin Henry and his son Daniel: “[.
. .] the small Daniel and Edith found themselves face to face close to the pavement,
the little girl peered with interest at the little boy through the white @oatist over

her face. The little boy, who was very round and rosy, looked back with equal
interest; and suddenly he put out a chubby hand, lifted the little girl's veil, and boldly
planted a kiss on her cheek. It was the first time—and the little girl foundyit ver
pleasant” A Backward Glane 3). Wharton suggestively illustrates how the little girl

is situated in the heterosexually gendered system. The fact that Wharédessthis
episode at the beginning of her autobiography vividly displays her recognition of
having been brought up as a white, feminine American Girl, which is to a large extent
reflected in her representation of the American girl. As critics haveuslyi argued,

one of the chief concerns of Wharton’s works is the situation of women in America,
and this chapter aims to contribute to develop critics’ arguments by focusing on the
image of the American girl, through whose portrait Wharton challenges the

“ordinary” American Girl plot in @ much more ironical way than Jamies.

53 There are various discussions on the issue of women in America and tbé idea
“feminism” in Wharton’s works. See, for example, Ammaéwgument Judith Fryer, Gilbert
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The American girls in Wharton’s works fit physically the type of the vetlite,
rich, unmarried, and beautiful American Girl who serves to show the ideal of the
materialistic and imperialistic America. At the same time, Whartaysplvith the
typology of the American Girl itself, showing prolonged girlhodtdg¢ House of
Mirth), reproduction of girlhoodTthe Custom of the Counjnand everlasting
girlhood (The Age of InnocengeNhile The Custom of the Countpyesents the most
direct caricature of the American Girl in the figure of Undine Spragg of Apex
U.S.A,, this chapter will focus on the other two, both of which deal with the old
society in New York and examine the issue of the American Girl through thestontra
of two female characters. Investigating how the ideas of “girl” and of
“Americanness” are imagined in the novel, this chapter first focuséb®ilouse of
Mirth, examining the ways in which Wharton challenges the typology of the
American Girl and explores the options for the American girl and the ways ih whic
the Jamesian idea of America is juxtaposed with the materialistic idgaerica in
her American girl. As an ornamental and perfectly beautiful Ameriagrie
novel’s heroine Lily Bart seems to have only one option: marriage. The novel,
however, presents another option for a girl, which is chosen by Lily’s lels®fable
friend Gerty Farish, who is a New Woman devoting herself to social work in the
public sphere. Lily’s story is intertwined with Gerty’s story, and from urniaer t
surface plot of Lily’s husband-hunt emerges the strong image of the sisterhood union.
A close examination of the role Gerty plays in the novel as another “girltevidal

thatThe House of Mirtlis something more than “the marriage novel frustrated”

and Gubar, and Cynthia Griffin Wolfeastamong others. Julie Olin-Ammentorp presents a
different view from others in pointing out that Wharton shows men as viesmgll as
women.

127



(Wagner-Martin 127). The later part of this chapter will deal briefly Wiie Age of
Innocenceexploring how the image of the American girl and the potential sisterhood

shown inThe House of Mirtlthanges in the 1920 novel.

1. “To be herself, or a Gerty Farish”: two options for the American girl
in The House of Mirtt§1905)
What is striking inThe House of Mirths that throughout the novel Lily Bart
continues to be called “girl” by the narrator, though she is almost thirtg péh
This singularity is highlighted from the very beginning, when Selden seearhiiyig
the crowd in the station and is struck by her beauty as a “girl”:
Selden had never seen her more radiant. Her vivid head, relieved
against the dull tint of the crowd, made her more conspicuous than in a
ball-room, and under her dark hat and veil she regained the girlish
smoothness, the purity of tint, that she was beginning to lose after
eleven years of late hours and indefatigable dancing. Was it really
eleven years, Selden found himself wondering, and had she indeed
reached the nine-and-twentieth birthday with which her rivals credited
her? HM 5-6)
Lily’s “radiant” and “conspicuous” figure is presented as a perfect model of the
American Girl—or the Gibson Girl—who is culturally and socially constructatias
standardized model of materialistic, Anglo-Saxon America at the RgeeEra.
Lily is “a figure for whiteness, class pedigree, western Europeamaungl incipient

nativism,” namely “a supreme emblem of her race” (Kassanoff 38). S#idfsj a
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confused sense that she must have cost a great deal to make, that a greatlmany dul
and ugly people must, in some mysterious way, have been sacrifipsxtitace her

(HM 7, emphasis added); at the same time, he thinks that she is “so euidently

victim of the civilization which had produced h#rat the links of her bracelet

seemed like manacles chaining her to her fa#¥ 8, emphasis added). As Amy
Kaplan suggests, “the gaping mob both defines and threatens the upper class” (102),
and the opening scene highlights the vivid contrast of Lily and the mob, whom
Maggie Verver would call “the awful peopleGB 493). Through Selden’s eyes, Lily

is portrayed as the product of the American civilization of the Gilded Agehwic
based on materialism. As “the Veblenisque female” (Amnfogsiment30), Lily is
“brought up to be ornamental” rather than for “practical purpdd&t 232) and her

“sole end of existence” is to have a “conventional rich marriag®f {23). She is

trained to be an American Girl of the Gilded Age, when female beauty has nyonetar
value, and, after the Barts are ruined, Lily’s beauty is regarded assthaesket in

their fortunes” M 29). WhenThe House of Mirthvas first published iscribner’s
Magazineas a serial from January to November in 1905, it was accompanied by
illustrations by A. B. Wenzell, one of the famous illustrators contemporarybso@i
Each illustration shows a scene from the novel, and, portraying a tall, beautiful gi
white, Wenzell makes Lily represent the type of the American Girl popular i

contemporary popular culture of the tiffdn this novel, then, Wharton challenges

54 The scenes of each illustration are as follows: Lily’s meeting avcimaan at the stairs of
Benedick Building (January), Lily at Bellomont (February), Selden andhalgling each
other’s hand under the tree (March), Lily and Gus Trenor in the Opera baR,(Ribr

facing Gus in the Trenors (May), Lily leaning on a chair, comforted byGauhe), Lily and
Selden leaving the party of the Dorsets (July), Lily sitting on the bertble @&ormers
(August), George Dorset proposing to Lily (September), Lily at Mme. Regamals-house
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the culturally invented image of the American Girl, who is exclusivelytiétisd as a
young woman of the age of around 18 or 20 (and hardly 30), by presenting the
damaging effects of a prolonged girlhood and by raising a question of the boundary
regarding the American Girl—namely a question about by what age tleecam

Girl can be “the American Girl.”

Fully aware of the image-making of the American Girl at the turn of the
century, Wharton symbolically uses the image of American Beauties in thie ‘iove
the centre of the table, between the meltiregrons glacésnd candied cherries, a
pyramid of American Beauties lifted their vigorous stems; they heldlbeads as
high as Mrs. Bart, but their rose-colour had turned to a dissipated purple, and Lily’s
sense of fithess was disturbed by their reappearance on the luncheonHEbET)(
“American Beauty” is the name of roses originally bred in France and brautiid t
United States in 1875, and the turn-of-the-century culture in America linked tais ros

with the icon of the rich and beautiful American Girl (Figure 20)hat Mrs. Bart

(October), and Lily giving Selden a final kiss at his library (8lober). It is interesting that

only the illustration presenting Mme. Regina’s work-house shows Lily inck bliess, which

symbolizes her fall from the status of the American Girl.

> Henry James also uses the image of the American bealitygiAmerican Scenthough

not linking it with the American Girl. He presents two types of “Arani beauty.”
This, on September Sunday mornings, was what American b&tzauaidbe; it
filled to the brim its idea and its measure—albeit Mount Washingtonyhazil
overhung, happened not to contribute to the effect. It was the great, gay rive
singing as it went, like some reckless adventurer, good-humoured for the hour
and with his hands in his pockets, that argued the whole case and carried
everything assentingly before iCdllected Travel Writing879-80)

Then the “American beauty,” the rose of interminable stem, becomes éme tok
of the cluster at large—to that degree that, positively this thatlis wanted for
emphasis of your final impression. [. . .] Crowned not only with no history, but
with no credible possibility of time for history, and consecrated by no uges sa
the commercial at any cost, they are simply the most piercing notest in t
concert of the expensively provisional into which your supreme sense of New
York resolves itself.Gollected Travel Writingd20)
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displays American Beauties, which “held their heads as high asHMRT), at the
center of her public dinner table suggests that she follows the popular diszoinese
progressive era, where the ideal is symbolized by the image of the Ameritan Gi
the American Beauty—which she trains her daughter to be. Wharton ironically
criticizes Mrs. Bart’s faith in this ideal by portraying the deformed icofroérican
Beauties. Then, it is significant that Lily herself does not necéssammit to her
mother’s faith, asking for fresh lilies-of-the-valley instead of rosesisShiy, and

not American Beauty; and, as “the gilded lily,” she cannot completelyefitypology
of the American Girl of the Gilded Age. She has to have “the conventional rich
marriage which she had been taught to consider the sole end of exisk&icE2J),
which Lily cannot completely accept; she “would not indeed have cared to marry a
man who was merely richHM 30).

The duality in Lily’s nature can be linked with the gap between her parents.
While Lily’s mother plays a typical role of wife in what Thorstein Veblelfsca
“conspicuous consumption” among the leisure class, Lily’s father does ndfitfully
the materialistic society in the progressive era. He spendsrnasreading poetry” in
his youth, and after his death they find “a score or two of dingy volumes which had
struggled for existence among the boots and medicine bottles of his dressing-room

shelves” HM 30). He retains what is being lost in the new materialistic society, and

In these two totally different pictures of “American beauty,” thet fone in New England and
the second one in New York, James displays the ideal image of “what Ambgauty
should be” and the ironic and grotesque image of what “American beautyhile the ideal
“American beauty” is illustrated in a picture of pastoral with therrared with a horizontal
image, the latter provides a vertical, gothic, and sublime imadethgtsymbol of sky-
scraper growing upward interminably, with the metaphor of “the monste} gloats and
grows” (Collected Travel Writingg18). Juxtaposing two images of “American beauty” in
two places, James again uses the contrast of “nature” andzatiah” in the contrast of the
retrospective American ideal and the contemporary Americanyrealit
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he cannot survive the New America. Though trained by her mother to be the
American Girl, Lily takes pity on her father and has a certain disfameewhat she

was formed into, feeling “secretly ashamed of her mother’s crudepdses money”

(HM 30). She is disappointed that Ned Silverton, who plays a similar role in a way to
Lily in the novel, once “had meant to live on proof-reading and write an epic” but
“now lived on his friends and had become critical of trufflé$ki(45). She is not
interested imMAmericana which is collected by the Gryces not for reading but for

“conspicuous consumption.”

AMERICAN BEAUTIES

Figure 20. “American Beauties” by Howard Chandler Christy

(1906, an illustration iThe American Gill
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Her appreciation of literature is one of the reasons why she is alttacte
Selden: “His reputed cultivation was generally regarded as a slight ebistazsy
intercourse, but Lily, who prided herself on her broad-minded recognition of
literature, and always carried an Omar Khayyam in her travelling-tesyattracted
by this attribute, which she felt would have had its distinction in an older society”
(HM 52-3). Belonging to “an older society,” his cultivation in literature makes*aim
more specializedace, of carrying the impress of a concentrated pasiw 63,
emphasis added). Wharton’s use of the word “race” is significant, refidbe turn-
of-the-century discourse of race and also showing her fear about the neirfrace
New York>® In this sense, Lily’s attraction to Selden is attributed not only to her love
for him or for his idea of “the republic of the spiritil/ 55) but also for the standard
of old New York which he (and Lily’s father) suppottsVhile Miss Van Osburgh,
Percy Gryce, and “most of Lily’s set” present a monolithic idea, shatimegsame
guality of making other standards non-existent by ignoring thétif 40), what
distinguishes Selden from others is that he shows Lily another standard. Being a
daughter of her mother—who belongs to the new society—and her father—who has a
connection with a Van Alstyne and “belonged to the class of old New Yorkéké” (

32)—Lily has two incompatible standards in herself and secretly has more Bympat

56 This is more clearly found ifihe Custom of the Counfrywhere Ralph compares people
who belong to the Old New York to “the Aborigines,” namely “those vanishing elesiaf

the American continent doomed to rapid extinction with the advance of thariguace”
(Four Novels493). He repeatedly uses the word “race” when he thinks that “[tlhe dasight
of his own race sold themselves to the Invaders” and when he calls peopdieNs#vDYork
“the conquered raceFpur Novels497). As is inThe Custom of the Countrthe appreciation
of literature inThe House of Mirtlis connected with the old society, which was replaced by
the turn-of-the-century new, materialistic society.

57 Similarly, to Selden, Lily is a kind of substitute for his mother, and Seftlem product of
his upbringing and environment just as Lily is, would like to remodel his etiovde

image of his mother” (Ammon&rgument36).
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for the latter’® The two divided aspects of Lily—the aspect of being the American
Girl that is formed through training and performing and the aspect of rgjett-
makes her “an uncertain blend of art and nature” (Wolff “Lily” 320).

Situated at the edge between old New York and new New York, Lily is the
complicated mixture of the two notions of making the American Girl. Slater,
examining turn-of-the-century manner manuals for girls, statesttf@®merican
Girl was profoundly affected by th[e] new conception of manners, th[e] notion that
virtuous behavior was a theatrical performance rather than a birth{idi8}; in this
respect, Wharton’s “two heroines, Lily Bart and Undine Spragg, represeatdhe f
flaw in the turn-of-the-century notion of virtuous American Girlhood: that inhgrentl
virtuous figures such as Lily could be cast off for illusory transgressibiie the
callous, uncultivated Undine could rise ever higher so long as she behaved according
to the rules set forth in the latest etiquette manual or advice column” (Eldfer

Indeed, while embodying the very image of the Gibson-Girl-like American
Girl, which is constructed by training and performance, Lily presentdaimesian
idea of American innocence which is lost in the materialistic society. Though she
performing “innocence” in one way, “she never fully loses her naiveté” (\Wailff™

325). In Chapter 9, the charwoman who works at Selden’s apartment comes to see

58 Lily's situation to a certain extent reflects Edith Wharton’s @hildhood. InA Backward
Glance Wharton states that in old New York “every gentleman had what wasl ¢all
gentleman’s library’ (52), and explains: “The old New York to whicame back as a little

girl meant to me chiefly my father’s library” (54). Wharton then cotdrher parents, giving
ironical comments on her mother: “there were the tall splendid father whalweags so kind,

and whose strong arms lifted one so high, and held one so safely; and my mother, who wore
such beautiful flounced dresses, and had painted and carved fans in sandalwsb2bpxe
Wharton had nicknames “Pussy” and “Lily” when she was a girl (Gitloeadt Gubar 133),

and it is appropriate to see Wharton’s own gap in her nature as theeAméiirl in Lily’s in

The House of Mirth
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Lily to sell letters which Bertha Dorset wrote to Selden, and eigld considerably

shocked:
A wave of indignation swept over Lily. She felt herself in the presence
of something vile, as yet but dimly conjectured—the kind of vileness of
which people whispered, but which she had never thought of as
touching her own life. She drew back with a motion of disgust, but her
withdrawal was checked by a sudden discovery: under the glare of Mrs.
Peniston’s chandelier she had recognized the hand-writing of the letter.
(HM 82)

The shock Lily feels in the face of “something vile” is so enormous that éme s

her recognition may remind readers of the famous scene in which Isatei/ps

something vile is going on ifihe Portrait of a Ladyln this scene, Lily cannot decide

what to do for a long time. Lily finds that the writer of letters is BiDorset and

that keeping and using the letters would give her the advantage in the light of the

standard of society; however, she buys the letters not to take revenge on Bedha but t

prevent them from becoming public. Later in the novel, the issue of whether Lily

makes the letters public or not becomes very important. After the betrayailtb&B

Lily declines until she becomes extremely poor. To Carrie Fishgrsais, “The

world is too vile”; still, Lily cannot “fight it on its own terms” as Carriévéses her to

do HM 197). When George Dorset suggests his possible marriage to Lily, which

would be an enormous chance not only to restore Lily’s social status but also to get

revenge on Bertha, “suddenly fear possesse[s] her—fear of herself, andeofitie

force of the temptation'™{M 191) and rejects his offer. Again, when Rosedale openly
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advises Lily to use the letters to silence Bertha, Lily, though moved lptagon,
“reject[s] Rosedale’s suggestion with a promptness of scorn almost surpoising t
herself” HM 204). Thus, she has the “purity of moral behavior” of the Tocquevillian
American girl (Tocqueville 685), which distinguishes her and isolates her fiwn ot
people in her society, and she declines since “there had been nothing in her training to
develop any continuity of moral strengthfif 204). Even at the bottom of her
poverty, she thinks that she has to return the money she owes Gus Trenor, and that
“what really frightened her was the thought that she might gradualbranodate
herself to remaining indefinitely in Trenor's debHN 230-1). At last, she finds that
the only way for her to survive in society is to make the letters public and thign ma
Rosedale, who urges her to do so. But seeing Selden, she finally decides to burn the
letters, and she cannot survive the new America.

As critics have discussed, Lily’s death can be seen as the preservdtien of
Anglo-Saxon race. Lily’s discarding of letters prevents the potenaaiiage
between Lily as a WASP icon and Rosedale, a Jew. In the new New York,tivere
structure of the society has been changed by the increase of immigntsuaeau-
riches, “the whitest of white women, literally named ‘Lily,” whose tasio iperform
the beauty of Anglo-Saxonness in a tableau vivant, is better off dead than married to a
Jew” (Ammons “Edith” 70), and “Lily articulates a central set of earlyntve¢h-
century patrician anxieties: that the ill-bred, the foreign and the poor would
overwhelm the native elite [. . .] What links these concerns is an implicit-bdiedtl

by Wharton and a number of her elite compatriots—in a genealogical conception of
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American citizenship” (Kassanoff 38) At the same time, her burning of the letters

suggests that she finally does not give up the Tocquevillian idea of moral gurity; i

this sense, her death symbolically signifies that the Jamesian Amgnicevho has

genuine moral innocence cannot continue to live in America of the Gilded Age.

While such qualities as freedom, independence, and morality are presented as

distinctively American in the representations of American girls in 3&aweorks,

Lily’s yearning for them—or her deviation from the standard of society—is seen a

foreignness in Wharton’s novel. Mrs. Peniston repeatedly connects Lily’s mg@ora

of social convention with her “foreign bringing-ugii 137). More importantly,

Lily, who has fallen down from the fashionable society to which she used to belong,

finds herself seen as if she were a foreigner at Mme. Regina’s worklypom

working-girls, who share the standard of the Gilded Age:
It was the strangest part of Lily’s strange experience, the hearthgsd
names, the seeing the fragmentary and distorted image of the world she
had lived in reflected in the mirror of the working-girls’ minds. She had
never before suspected the mixture of insatiable curiosity and
contemptuous freedom with which she and her kind were discussed in
this underworld of toilers who lived on their vanity and self-indulgence.
Every girl in Mme. Regina’s work-room knew to whom the headgear in
her hands was destined, and had her opinion of its future wearer, and a
definite knowledge of the latter’s place in the social system. That Lily

was a star fallen from that sky did not, after the first stir of curiosdy ha

59 For a similar argument about Lily’s death as preservation, sedalsder L. Fleissner
529.
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subsided, materially add to their interest in her. She had fallen, she had
“gone under,” andrue to the ideal of the racthey were awed only by
success—Nby the gross tangible image of material achievement. The
consciousness of her different point of view merely kept them at a little
distance from hegs though she were a foreigner with whom it was an
effort to talk (HM 223, emphasis added)
Importantly, the narrator uses the word “race” again, which was typicatyinghe-
turn-of-the-century argument of national identity. The race presented in\ubesees
“material achievementH{M 223) as the only mark of success and possesses a
nativist view “of making other standards non-existent by ignoring théetkt’ 40).
Lily, who does not share “the ideal of the race” but has a “different point of view”
(HM 223), is regarded as “a foreigner,” who does not belong to “the American race.”
Thus, two ideas of “America” are mixed and create tension in Lily.

As James emphatically uses the contrast of “civilization” and “ratusaich
stories as “Pandora” and the revised version of “Daisy Miller,” Lilghwi certain
deviancy from the “American race” of the Gilded Age, is portrayed as “a child of
nature.” Lily is linked with the image of dryad; when she is at Selden’s at the
beginning of the novel, Selden sees Lily “as though she were a captured dryad
subdued to the conventions of the drawing-room” and thinks that “it was the same
streak of sylvan freedom in her nature that lent such savour to her artyfiqieli
12). When Lily is alone, she is often described as enjoying beautiful landsmape; f
example, when she wakes up in Bellomont, she feels fresh, seeing the landscape

outside: “The windows stood open to the sparkling freshness of the September

138



morning, and between the yellow boughs she caught a perspective of hedges and
parterres leading by degrees of lessening formality to the free tiodalaf the
park” (HM 33-34). Her joy, however, is broken soon by Mrs. Trenor’'s summons.
Moreover, intimate meetings of Lily and Selden are linked with the image oenatur
It is when the two walk around the pastoral landscape of the park in Bellomont that
Lily for the first time learns from Selden the idea of “the republic of th&t Spvhich
celebrates “personal freedom,” not material sucddbtg5). Then, when they meet
at the Brys’ house, they go out to the garden against the tide of people who are going
to the supper-room. The natural environment where Lily meets Selden is always ne
to, or is contained by, the society of “art.” The park belongs to the Trenors’ house,
and the garden at the Brys’ is in fact a “conservatdfWl (L10). The contrast James
uses in “Pandora”—the white, artificial city of Washington, DC, and the old town of
Alexandria and Mount Vernon full of nature—is partly repeated to present two ideas
of America represented by the American girl. The image of naturked with “the
real Lily Bart,” who yearns for a different standard from that of socaaty Lily and
Selden’s meeting in a natural environment is strongly contrasted with Bgrcg’s
warning to Lily not to go outside.

Lily’s rebellion against her role of the American Girl is expresseten t
famous scene of tableau vivants at the Brys, again linked with the imagei@. nat
Lily’s tableau vivant, in which Selden finds “the real Lily Bart,” is linkehathe
image of a dryad: “Her pale draperies, and the background of foliagesiagaich
she stood, served only to relieve the long dryad-like curves that swept upward from

her poised foot to her lifted armHM\ 106). What she represents is not Reynolds’s
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“Mrs. Lloyd” and not even “the portrait of the American Girl” but “Lily BarHer
tableau vivant shows “the flesh and blood loveliness of Lily B&t (106). Lily
chooses “a picture without distracting accessories of dress or surroundiivs” (
106), and she presents herself in a way without “clothes,” which “are the background,
frame” that are necessary for the American Girl LHY{ 12); instead of the “frame”
for the American Girl, the background of “Mrs. Lloyd” is nature (Figure 21).
Considering that Mrs. Lloyd in the picture writes her newly-wed husband’s name on
the tree, Lily possibly “use[s] this occasion to sell herself as dageable
commodity” (Orlando 70), linking her own figure with marriage. At the same time
the woman writing a name on the tree is a popular motif in relation to Shakespeare’
As You Like I{McIntyre 302), where the heroine writes the name of her true love in
the forest. Selden sees in her tableau vivant “her beauty that Selden aliaylsefie
presence, yet lost the sense of when he was not with her,” and thinks that the present
figure is “the real Lily Bart” M 106). Lily's tableau vivant reveals “nature” hidden
under “art,” and thus discloses the flesh suppressed under the “image” of the
American Girl that is culturally—or artificially—constructed. Lisyfigure, however,
paradoxically delivers another meaning of “nature” to people. To men at tige part
Lily’s natural body and her “flesh and blood lovelineddM 106) do not mean what
Selden calls “the real Lily Bart” but the literal body of Lily; VAfstyne says to
Selden, “The trouble is that all these fal-bals they wear cover up theedsigrhen
they've got 'em. | never knew till tonight what an outline Lily hadM 109).

In fact, while Wharton uses the dichotomy of nature and art to show “the real

Lily” under the artificial mask of the American Girl, she also uses it in andéss
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Figure 21. “Mrs Richard Bennet Lloyd” by Sir Joshua Reynolds (1775-76)

(Mannings Sir Joshua Reynolds: A Complete Catalogue of His Pain8ays

romantic way. Just as Wharton ironically breaks the image of American Beaasy r
by showing them getting “a dissipated purple” after one night 27), she does the
icon of the American Girl by making the girl physically decline, by presg her not
as an incorporeal icon but as a mortal body. As “a biological clock” (Fleissner 520)

the body of the American Girl threatens her own existéhEeom the beginning,

60 Fleissner suggests that there was an idea at the turn of the chatufgrmale maternal
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Lily’s quality as the American Girl starts to deteriorate in her playsiecline, and

the decline of her status as the American Girl is proportionate to her physical
condition. In the novel, Lily repeatedly looks at her face in the mirror, noticing the
decline of her appearance: “As she sat before the mirror brushing hdrendace

looked hollow and pale, and she was frightened by two little lines near her mouth,
faint flaws in the smooth curve of the cheelM 25). Thus, Wharton uses the
nature/art dichotomy not only to show Lily’s inner morality, or innocence, but also to
show Lily’s natural body, the physical reality of the American Girl, Wwiserves as a
critique of the turn-of-the-century fantasy of a forever young and beautifieridan

Girl.

The physical reality of the American Girl drives Lily’s story. At timel ®f the
novel, it is her need of sleep that kills Lily. After sleepless nights, her bodstrobs
sleep: “Sleep was what she wanted—she remembered that she had not cleged her
for two nights” HM 250). Lily’s death has raised a controversy about whether it is an
“accident or suicide” (Preston 72). In fact, there is a moment when she thifiks “[i
only life could end now”KIM 249), and she is also fully aware of the risk of taking a
larger amount of medicine; however, “[s]he did not, in truth, consider the question
very closely—the physical craving for sleep was her only sustained serigatM
250). Taken together, Lily’s “nature” leads her to death in dual sensd® At t
symbolic level, the moral nature of Lily—or the Jamesian aspect of the éaneri
Girl—cannot enable her to survive in the Gilded Age. At the same time, it is the

natural needs of her body that kill her; in other words, it is the American Girl's

capacities themselves take the form of a biological clock” (520), andtleadentrast of the
conventional “feminine plot as a flower’s blooming” and “the newer poggibil conceiving
woman as a clock” (527) ifhe House of the MirtandBunner Sisters
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physical body itself that undermines the icon, which Wharton fully discloseshily hig
artificial and romantic. Lily’s being called a “girl” throughout the novedplee her

age is highly ironical, demonstrating that the category of “girl” is cailtyr
constructed and not biologically determined; and the vulnerability of Lily’s bmdy
aging breaks the romantic idea about the perpetually young and beautifut&meri
Girl.

While physical decline serves to accelerate Lily’s fall as the AaeGirl,
another factor is her reluctance to marry. Continuing postponing marriage, Lily
cannot cease to be the American Girl until her body kills itself. Marriagjfgoisn in
this novel as a sole “vocation” for a girl. When Selden asks, “Isn’t marriage your
vocation? Isn’t it what you're all brought up for?”, she admits that withlg saying
“l suppose so. What else is there”M 10). Complaining about her lack of options,
she shows her dissatisfaction at the inequality between Selden, who can choose
whether to marry or not, and her, who cannot: “Ah, there’s the difference—a girl
must, a man may if he choosebIM 12). Later again, when Mrs. Fisher tries to
convince Lily to “marry as soon as you [she] can,” the latter takestiteaidonically,
thinking that “for once Mrs. Fisher lack][s] originalityi1 187). Seeking originality,
Lily is fascinated by the idea of having an independent life; she “[i]s\ba to
have fits of angry rebellion against fate, when she long[s] to drop out of the race and
make an independent life for herselfiNl 33). The narrator repeatedly relates that
Lily is fighting “fate,” and the “fate” Lily is fighting is not onlghown as her dingy
life but more as her very being as the American Girl, who is “marriageabteivho

should marry.
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It is important, at the same time, that Lily does not only point out the difference
in terms of gender but the difference among women: “Why should she have to suffer
for having once, for a few hours, borrowed money of an elderly cousin, when a
woman like Carry Fisher could make a living unrebuked from the good-nature of her
men friends and the tolerance of their wives? It all turned on the tiresonmettbsti
between what a married woman might, and a girl might not, ! ¢3). Here Lily,
distinguishing “a married woman” and “a girl,” insists on the inequalitwéen
them, and what makes Lily fall from the society is that Lily transgsetseeboundary
between “a married woman” and “a girl.” There are unwritten ruleariararried
girls; it is supposed that they never smoke, gamble, and, in particular, never borrow
money from their male friends, because these things are “not consideredrgeicom
ajeune fille & mariet (HM 56). Wharton’s ideas of a “girl” and “a married woman”
is opposite to James’s; James presents the Tocquevillian idea of the Anfemede:
that American girls enjoy freedom and independence though they lose bothence t
get married; Wharton'’s idea of the American female in fashionable soessynbles
what James describes as European.

In that Lily continues to resist marriage, Linda Wagner-Martin righttes
that “The House of Mirtlis not about the typical young woman headed for a good
marriage; it is about the maverick young woman who resists the sociaheatbde t
would coerce her into wifehood” (117); at the same time, the point is not only that
Lily “resists the social code” but also that she herself internalizésdlda, according
to which the girl is supposed to marry. To Lily, Selden suggests that women can have

an independent life, saying that “[e]Jven women [. . .] have been known to enjoy the
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privileges of a flat”; however, Lily denies the possibility of being one of thé@h,
governesses—or widows. But not girls—not poor, miserable, marriageabl& girls!
(HM 8). Here again Lily underlines the specific category of “girl” andreefiit as
“marriageable.” When Selden continues, “I even know a girl who lives in alfiat,”
first is expectantly surprised, but then emphasizes that the girl whom he, Gesays
Farish, is not fharriageablé (HM 8).

In the “American Girl” story of Lily, the possible alternative to “the
conventional rich marriageHM 123) expected by the society seems to be her
marriage to Selden, which “they both believe they cannot afford” (Ohler 80). At thei
last meeting at Selden’s library, Lily tells Selden that she mieseshance to be
happy with him: “Once—twice—you gave me the chance to escape from pande
| refused it: refused it because | was a coward. Afterward | saw stgkeai—I saw |
could never be happy with what had contented me before. But it was too late: you had
judged me—I understood. It was too late for happingsst 239). Following this
plot, it seems that the options for Lily are whether she has a conventiona@gearri
with a rich man—Dillworth, Gryce, Dorset or Rosedale—or has a love-based
marriage to Selden, and that she fails to choose the right option. But how much is this
the case?

Regarding the relationship of Selden and Lily, critics have largely acoeded t
the view that it presents an alternative to the money-based marriage wiish L
unwilling to have and also that Wharton ironically criticizes Selden’s petigspe
Selden “has been trained as a connoisseur,” who continues to see Lily “as-a moral

aesthetic object” (Wolff “Lily” 328, 332), and there is “the gap between thale
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subject and the male narrative gaze through which she is presented” (Orlafitio 73).
While these arguments exclusively focus on male gazes, it is also worth thating
there is another gaze, which would be no less essential in the argument of sexual
politics regarding Lily Bart. When Lily presents her tableau vivatit@Brys, it is
not only Selden that sees in her a romantic figure of “the real Lily”; bis i\8 shared
by Gerty Farish:
“Wasn'’t she too beautiful, Lawrence? Don't you like her best in that
simple dress? It makes her look like the real Lily—the Lily | know.”

He met Gerty Farish’s brimming gaze. “The Lyl know,” he
corrected; and his cousin, beaming at the implied understanding,
exclaimed joyfully: “I'll tell her that! She always says you tkislher.”

(HM 107)
Gerty, who shares Selden’s view of Lily, serves to complicate the gendmspo
the novel.

In fact, Gerty Farish stands in a peculiar position in the novel, presenting
another option for a “girl.” As cited before, the novel presents the contrasiyiridl
Gerty as two options from the beginning. At Selden’s flat, he shows Gery ®fwv
life as an option for a girl to choose: “I even know a girl who lives in a fléith 8).

Lily, however, denies the option, declaring that Gerty is nwrfiageablé while

61 Emily J. Orlando connects Selden’s “morbid reading of Lily” and Lilgisn status as a
body-made-shrine at the narrative’s end,” which shows the typicaktbéthe Pre-
Raphaelite Brotherhood: the sleeping virgin on the bed (74), and disthessétharton
criticizes sexual politics in the art of the Pre-Raphaelitel@rbiood that sexualizes and
possesses female bodies by making Selden’s view similar to thegt Bfé-Raphaelite
Brotherhood. In addition to these views, Wagner-Martin interestinglyestgthat “[t]he
early liaison between Selden and the married Bertha is further testim8eyden’s
unreliability as narrator” (119).
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she is HM 8). Looking at her gorgeous appearance, Selden understands she cannot be
a Gerty Farish: “As he watched her hand, polished as a bit of old ivory, with its

slender pink nails, and the sapphire bracelet slipping over her wrist, he was struck

with the irony of suggesting to her such a life as his cousin Gertrude Farish had
chosen” HM 8). While Gerty’s way of life is regarded as impossible for Lily, it is

still shown as one of the “choices.” The contrast of two options is repeateditate

was a hateful fate—but how escape from it? What choice had she? To be heaself, or
Gerty Farish” @M 23).

The option of becoming a Gerty is presented as opposite to the life of Veblen’s
“conspicuous consumption,” for which Lily has been trained. Lily tells Selden that
Gerty “has a horrid little place, and no maid, and such queer things te1&&8)(
later again, she “ha[s] a vision of Miss Farish’s cramped flat, withhéa
conveniences and hideous wallpapekti(23). Lily emphasizes the difference
between Gerty and her: “But we’re so different, you know: she likes being good, and
| like being happy. And besides, she is free and | am k' 8). Here Lily links
Gerty’s frugal life with being good and her fashionable life with beingpiathe
latter of which she declares she prefers. But how much does she sepaedtérbers
Gerty’s way of life at the unconscious level?

Though continuously denying her possibility of becoming a Gerty, Lily is
irritated by the fact that Gerty enjoys her life: “Of course, beitajlfapoor and
dingy, it was wise of Gerty to have taken up philanthropy and symphony concerts;
but there was something irritating in her assumption that existendedieb higher

pleasures, and that one might get as much interest and excitement out of life in a
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cramped flat as in the splendours of the Van Osburgh establishiAdhZX). Lily's
irritation here is attributed to the fact that Gerty, who belongs to the sassearid
society as Lily’s, finds contentment in a life different from the onepsinsues. In
other words, Lily is irritated by Gerty’s showing another option for a “girhich
gives a girl freedom, independence, and self-fulfillment.

Importantly, what she says about Gerty’s life is quite similar to whaedlse t
Selden about their potential married life. When Lily and Selden are in the park at
Bellomont just by themselves, Selden tells Lily about his idea of “republic of the
spirit,” where success means “personal freeddt 65), and Lily temporarily
dreams of her marriage to Selden which would be dingy but would give her self-
fulfillment, saying, “I shall look hideous in dowdy clothes; but | can trim my own
hats” HM 59); then, Lily, though repeating her dislike of Gerty’s flat, tells Selden
that she “could manage to be happy even in her [Gerty’s] flat” if she is ‘{irhé’8).

Thus, the idea of freedom is connected not only with Selden’s idea of the “republic of
the spirit” but also with the choice “to be a Gerty Farish.” In a sigmifieay, “to be

a Gerty Farish” serves an option as powerful for the American Gyrlsilthe

marriage to Selden. In this respect, the “choice” for Lily is not necgsshown as

which man she should marry, but as whether she should remain the American Girl or
become a Gerty Farish—an independent New Woman.

Though not being portrayed as radical, Gerty is a New Woman who gets

involved in social work in the public sphé¥eShe is a member of the committee of

%2 Critics have tended to view the role of Gerty as limited or threateRorgexample,
Gilbert and Gubar argue that Wharton shows the limitations of the New iWoma
“Nevertheless, by depicting Gerty throughout the book as, on the one hand, naively lov
and, on the other hand, inexorably marginalized, Wharton implies that evienNiet
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the Girls’ Club, the association whose object is “to provide comfortable lodgings,
with a reading-room and other modest distractions, where young women of the clas
employed in down town offices might find a home when out of work, or in need of
rest” HM 87). Also, she works for immigrants, meeting “a district visitor on the East
side” HM 128), which “at the turn of the century was a ghetto crowded with newly
arrived immigrants, primarily Italian and JewisiiNl 128 footnote). Some critics
have associated Gerty with such turn-of-the-century social actigigtsne
Addams® As Jane Addams—or as Olive ChancelloT e Bostonians-who
belongs to the class of leisure, Gerty meets girls of the working clasglhsoaial
work. She is situated at the edge of the society, and in the novel Gerty replesents t
“vagueness of boundaryBpstonian24), transcending the boundaries in terms of
class and gendé&f.

Gerty plays an important role in showing Lily a “different point of viett™
223) both from the society’s and from Selden’s. When Lily accidently meety &e
a shop and hears about the lack of money for the Girls’ Club, she gives Gerty a
certain amount of money which she has kept for a dressing-case. Though Lily “was

often bored by the relation of her friend’s philanthropic effortdVi(88), she

Woman'’s obscure existence in a shabby corner of her culture may be somehowt'igybb,’
tenuous, so tentative, that it can hardly be said to foreshadow the comingpita (it46).

63 Maureen Howard suggests that “Gerty is the do-good maiden lady who would have been i
the audience when Jane Addams lectured, making a point of the squisisiegity which
must be assumed by the fortunate” (149-50); on the other hand, Lawrence Bueltfzagues
“not even Gerty goes so far as to live in a settlement house” andTieaditouse of Mirtlas
“a kind of retort in advance to Addams’s belief” showmiventy Years at Hull-Houq4é61).

64 Acutely aware of the importance of Gerty’s role in the novel, Lori BanriKahan links
Gerty as a New Woman and Rosedale as a Jew and views them as “qunggsrivbe
threaten Lily’s “whiteness.” It is true that Gerty shows somethingideithe standard of the
society (as Rosedale); it is also interesting to note thattsres with Lily the class standard
of old New York. She does not like Lily’s relationship with Rosedale. Wihikcrosses the
boundaries of class and gender, she observes the line between the dorkland the new
New York, or the boundary of race.
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acquires a different view from the one she had before: “These were yolsnbks
herself; some perhaps pretty, some not without a trace of her finer seasilghe
pictured herself leading such a life as theirs—a life in which achievenmemesdeas
squalid as failure—and the vision made her shudder sympathetiddNy/88). She

then is satisfied to find “a new interest in herself as a person of chantstitets,”

and “her horizon was enlarged by the vision of a prodigal philanthréfivi’§8).

The narrator suggests that Lily’s philanthropy is dubious; after the sestete

above, the narrator adds that Lily’s awakening as a philanthropist is raéeagse

of self-esteem which she naturally mistook for the fruits of altruitivi 88); later
again, the narrator states that “Gerty Farish was not a close enoughofeade
character to disentangle the mixed threads of which Lily’s philanthropy wasni/

(HM 119). In fact, while Lily’s visit to Gerty’s Girls’ Club functions in making he
have a cross-class interaction with working girls, it alsomakes hexad¢haé class
distinction. Lily would share Olive Chancellor’s dislike of a “free uniddd$tonians
66); it is because “she looked down on them from above, from the happy altitude of
her grace and her beneficence” that she “had felt an enlightened imehest
working-classes” when she visited the Girls’ Club, and when she comes to belong to
the working-class herself, “the point of view was less interestidiyt 224).
Nevertheless, it is still important that Lily has sympathy for othés gnd is “drawn

out of herself by the interest of her direct relation with a world so unlike her own”
(HM 119). Gerty tells Selden that Lily “sat there, and laughed and talked with them [

..] as if she liked it as much as they ditiM 105).
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In addition to Gerty’s playing the role of introducing Lily to another world, she
has a role in presenting another portrait of Lily from the one known to people in the
society. At the Brys’s party, Gerty tells Selden that Lily has vighedGirls’ Club:
“Do you look at Mrs. George Dorset’s pearls—I suppose the smallest of
them would pay the rent of our Girls’ Club for a year. Not that | ought
to complain about the club; every one has been so wonderfully kind.
Did | tell you that Lily had given us three hundred dollars? Wasn't it
splendid of her? And then she collected a lot of money from her
friends—Mrs. Bry gave us five hundred, and Mr. Rosedale a thousand.
[. . .] Do you know she has been there with me twice?—yes, Lily! And
you should have seen their eyes! One of them said it was as good as a
day in the country just to look at her. And she sat there, and laughed
and talked with them—not a bit as if she were beimgritable you
know, but as if she liked it as much as they did. [. . HM(104-105)

Gerty reveals that Lily raised funds for the Girls’ Club and made awisietLily’s

visit to the Girls’ Club on the one hand strengthens the myth of the AmericafoGirl

Lily is adored and seen as the ideal by the working girls of the Girls’ Clulthé©

other hand, Lily’s contribution to the Girls’ Club is regarded as somethingyliff

from her activity in the society. The life represented by Bertha Doiteter

gorgeous pearls (and the life Lily clings to) is vividly contrasted witHitth&erty

spends working for her Girls’ Club (the life Lily secretly joins). What isutiar here,

moreover, is that the information about Lily’s contribution to the Girls’ Club is

disclosed not only to Selden but also to readers for the first time. Theonaichhot
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show any scene of Lily’s visiting the Girls’ Club. This may be attributed t
Wharton's lack of knowledge about such clubs for working §irist the same time,
the very point that the narrator does not describe scenes at the Girls’ Calivedife
suggests that the Girls’ Club is situated outside of the society which the novel
portrays and which Lily clings to.

Lily’s experiencing another option for a girl and her relationship withyGeg
parallel to her decline in the society and to the deprivation of her status as the
American Girl. While Lily starts to be rumored negatively in societty; 4
participation in Gerty's social activity drives Gerty to adore Lilytlz® more:

“Gerty’s affection for her friend—a sentiment that had learned to kesdpats/e on

the scantiest diet—had grown to active adoration since Lily’s restlassitphad

drawn her into the circle of Miss Farish’s workiN1 119). Gerty adores Lily to such

an extent that she has Lily’s “recent photograph” in her room, which she psétises
Selden as she did Lily’s tableau vivant at the Brys: “The photograph was well
enough—>but to catch her as she had looked last night! Gerty agreed with him—never
had she been so radiant. But could photography capture that light? There had been a
new look in her face—something different; yes, Selden agreed there had been
something different”IM 123). “Something different” that both of them see in Lily

may refer to an aspect of her which Selden finds appropriate for his “reputiie of
spirit”; at the same time, Lily’s figure, which is “radiant” but without atgessories,

can be seen as Lily as someone other than the American Girl of the Gilded Age,

65 Mary Cadwalader Jones, Wharton's sister-in-law, wrote an essay in@/Girls’ Clubs
in 1894, however, and it is fairly possible that Wharton read the essay andrtead so
knowledge about Girls’ Club$iM 278 footnote).
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though Lily herself regards her tableau vivant as the opportunity to restorathesr st
in the society.

Meanwhile, Gerty, unlike Olive Chancellor, is not necessarily against the
traditional role of women, and it is not to be overlooked that she regards herself as a
“marriageable girl.” She recommends Lily to accept “a good man’s (¢¥&l 187)
and also is good at housework herself. Though Lily regards Gerty as not insthe lea
“marriageable,” she dreams of her own marriage to her cousin Lawrencea.Jdlde
the wedding party of Miss Van Osburgh, Gerty confesses to Lily that sheitisceto
have dinner with Selden: “| am to dine with him at Sherry’s. | really feekcited as
if | were getting married myself'HM 71). At the Brys’, Gerty feels happy to be near
Selden: “It may be that Selden’s nearness had something to do with the quality of his
cousin’s pleasure'H{M 104). Even her adoration of Lily is linked with her happiness
in sharing the feeling with Selden: “And it was so delightful that this higlgredeof
sympathy should be reached through their interest in Lily Ba#tVl (19). Thus,

Gerty is depicted as a “girl” who regards herself as “marriageabltbe
heterosexual system.

Gerty’s dream of marriage to Selden, however, is broken at the very moment
when she regards Lily as a firm basis of her relationship with Selden. Sbeetssc
that in the triangular relationship, it is not that Lily connects Selden any Kdrthat
Gerty connects Selden and Lily: “He had come to talk to her of Lily—thatillas
There had been a third at the feast she had spread for him, and that third had taken her
own place” HM 124); then, “She remembered, too, how Lily had talked of him—she

saw herself bringing the two together, making them known to each okidr128).
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Just as Lily is shocked to see the decline of her appearance in front of the giaass, G
sees her face in the little glass, and deplores her appearance beinty\itainright
had she to dream the dreams of loveliness? A dull face invited a dullHite1Z8).
Gerty even “wanted happiness—wanted it as fiercely and unscrupulously agll ily
but without Lily’s power of obtaining it’KIM 128-9). Here can be found a different
picture of Gerty from the one portrayed by Lily, who tells Selden that Gekgs“|
being good, and I [Lily] like being happyHM 8). The House of Mirths not only the
story of the American Girl Lily Bart but also the story of another girkty>€arish,
who first situates herself in the heterosexual order as a “marriayjgablaut gives
up her claim for heterosexual love in favor of sisterhood.

While the central contrast in the surface story lies between Lilydasoakhip
with Rosedale and with Selden—namely the contrast of the “Republic of the
material” in the Gilded age with the idea of “the republic of the spirit"—aarot
powerful contrast, or tension, emerges from underneath: the contrast between the
heterosexual relationship and the strong sisterhood. Situated at the cdmemafel,
Chapters 13 and 14 of Book | are highly significant, raising tension and becoming
paired. The two chapters start with a similar image of two girls’ vgalgmin a happy
mood; in Chapter 13, “Lily woke from happy dreams to find two notes at her bed-
side” HM 109), and in Chapter 14, “Gerty Farish, the morning after the Wellington
Brys’ entertainment, woke from dreams as happy as Lily#1 (L18). In the two
chapters, then, these girls’ happy dreams are broken; in Chapter 13, Lily’s happy
recognition of her success at the Brys’ is undermined by the potentialyr&assb

Trenor, and, in Chapter 14, Gerty's happy dream about her union with Selden is
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broken by the recognition of his love toward Lily. In both chapters, heterosexual
relationships have a destructive power on the girls.

Chapter 13 of Book | shows a highly tensioned scene where the heterosexual
relationship appears in the most violent and essential way. Elizabeth Ammons sees
this chapter as central in the novel and regards Gus Trenor’s “attemptipg toera
[Lily]” as the epitome of the patriarchal system, which the world in the nevesed
on: “The first book of Wharton’s novel shows Lily’s deviancy, her refusal to become
the wife of Dillworth, Gryce, Selden, or Rosedale, and ends in a sexual confrontation
in which the head of the entire economic and social system, its most powerful august
patriarch—a man Wharton even names Augustus—Iliterally tries to fdgceto
submission” Argument34). Admitting that he is “not talking the way a man is
supposed to talk to a girlHM 116), Gus quite openly suggests to Lily what he
wants: “Hang it, the man who pays for the dinner is generally allowed to hast a se
at a table” M 114). Twice he touches Lily, who totally rejects it: “He had taken her
hand, half-banteringly, and was drawing her toward a low seat by the hearthe but s
stopped and freed herself quietlyiNl 112); then, “His touch was a shock to her
drowning consciousness. She drew back from him with a desperate assumption of
scorn” HM 116). Though deeply threatened, Lily manages to free herself from Gus’s
place. On her way home, then, she feels completely isolated and “expéHiisite
118). Fearing that “she must spend them [hours] alone, shuddering sleepless on her
bed” HM 117), she strongly wants “the darkness made by enfolding arms, the silence
which is not solitude, but compassion holding its bredt#¥ (L18). What she thinks

the next instant, then, is Gerty Farish: “Gerty! [. . .] if only she could fedidtteof
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Gerty’s arms while she shook in the ague-fit of fear that was coming upor(Hist!”
118).
While Lily refuses Gus’s touching her, she asks Gerty to touch and hold her. A
person who shares a bed with Lily is Gerty Farish:
There was but one bed in the little flat, and the two girls lay down on
it side by side when Gerty had unlaced Lily’s dress and persuaded her to
put her lips to the warm tea. The light extinguished, they lay still in the
darkness, Gerty shrinking to the outer edge of the narrow couch to avoid
contact with her bed-fellow. Knowing that Lily disliked to be caressed,
she had long ago learned to check her demonstrative impulses toward her
friend. But tonight every fibre in her body shrank from Lily’s nearness: it
was torture to listen to her breathing, and feel the sheet stir with it. As
Lily turned, and settled to completer rest, a strand of her hair swept
Gerty’s cheek with its fragrance. Everything about her was warm and soft
and scented: even the stains of her grief became her as rain-drops do the
beaten rose. But as Gerty lay with arms drawn down her side, in the
motionless narrowness of an effigy, she felt a stir of sobs from the
breathing warmth beside her, and Lily flung out her hand, groped for her
friend’s, and held it fast.
“Hold me, Gerty, hold me, or | shall think of things,” she moaned,
and Gerty silently slipped an arm under her, pillowing her head in its
hollow as a mother makes a nest for a tossing child. In the warm hollow

Lily lay still and her breathing grew low and regular. Her hand still clung
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to Gerty’s as if to ward off evil dreams, but the hold of her fingers
relaxed, her head sank deeper into its shelter, and Gerty felt that she slept.
(HM 133)
In this highly tensioned scene, the close description of Gerty’s perception ls wort
examining. In the beginning, Gerty tries at all costs to avoid touching hayaathe
same time is suffering from doing so. Gerty tells Selden later that sleetreumatic
memory of kissing Lily and being rejected by her (Lily says, “Plelaseét kiss me
unless | ask you to, Gerty”), and since then she has “always waited to be @tided”
211). Thus, Gerty’'s avoidance of touching Lily can be regarded as her feangf bei
rejected by Lily. Lying apart from Lily, however, Gerty is “tortidl by Lily’s
breathing, her movement, and “a strand of her hair” which “swept Gerty’s chigek w
its fragrance.” Here Gerty’s perception is described as highly sensuadu$eascene
is as much sexually tense as the previous scene at the Trenors. Asked byaid, t
her, Gerty touches Lily, “slipp[ing] an arm under her, pillowing her head in its hollow
as a mother makes a nest for a tossing chitdl L33). Their relationship is
compared to a mother and a child in the end and the sensuous tone of this scene
recedes; nevertheless, the intimate relationship between Gerty andduly a
strong sense of sisterhood, and “the warm hollow” that Gerty provides Lédyg &z
coldness which she refuses to be eased at the Trenors. Here, two girls’ “happy
dreams” which have been broken by men are replaced by the warm union of
sisterhood. As the sense of brotherhood temporarily prevails over the heterosexual
relationship at the scene of the Memorial Hall e Bostonianand thus makes

unstable the heterosexual system which the novel’s plot seems to support, the sense of
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sisterhood so intimate and so powerful in this scefldh@éHouse of Mirtlovertakes
the heterosexual order, on which the world in the novel is based.

Furthermore, Lily and Gerty's sisterhood here is connected with a larger sens
of sisterhood, as Lily is compared to a girl of the working class, whom Gertyeand h
Girls’ Club help. When Lily suddenly visits Gerty, the latter’s first tigacto “the
shining vision of Lily Bart” is “revulsion,” since, just before Lily come®ry “lay
shivering, and hated her friendd1 129); however, “Gerty’'s compassionate
instincts” prevail as Lily is now “simply some one who needed héiy (29).
Moreover, Lily compares herself to a girl in Gerty’s Girls’ Club. She sayGerty, “I
am bad—a bad girl—all my thoughts are bad,” and asks her about girls whom Ger
helps: “There are bad girls in your slums. Tell me—do they ever pick thezasgh?
Ever forget, and feel as they did beforedM 131). Eileen Connell, readinghe
House of Mirthin comparison with the historic situations of New York City Working
Girls’ Clubs, states that “the clubs invented a home that would both suit the needs of
the twentieth-century working girl and, like Nettie Struther’s flabvpde a space in
which the bridging of class differences between women could be imagined” (564).
Here the home of Gerty functions as a place with “vagueness of boundary”
(Bostoniang24) in terms of class, gender, and sexuality. The sense of sisterhood,
however, is shown only as temporary, and the next chapter shows Lily waking up the
next morning with the “sense of physical discomfoHM 133). As if they feel guilty
about their intimacy the previous night, Gerty “glance[s] shyly at, Eibking in an
embarrassed tone how she fe[els]” and Lily “answer[s] with the sameaiotist

(HM 134). Here the strong sisterhood—or the potential Boston Marriage—is
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complexly shown both as an impossible alternative to the heterosexual relationship
but still a possible one.
In the second half of the novel, Selden repeatedly suggests that Lily should live
with Gerty:
“But with your income and Gerty’'s—since you allow me to go so
far into the details of the situation—you and she could surely contrive a
life together which would put you beyond the need of having to support
yourself. Gerty, | know, is eager to make such an arrangement, and
would be quite happy in it—*
“But | should not,” Miss Bart interposed. “There are many reasons
why it would be neither kind to Gerty nor wise for myself. [. . .] You
will perhaps excuse me from giving you these reasord/ 218)
Selden’s suggestion of the two women living together can be connected with the idea
of the Boston marriage; in this respect, Lily’s options in the second half of the novel
are not only to marry a rich man—either Dorset or Rosedale—or to marry Selden but
also to have a Boston marriage with Gerty. Lily, however, rejects tlas anel
decides to remain a marriageable American Girl. Lily suggests dhemany
reasons for her rejection, and, though she does not articulate them, one of the reasons
might be her dislike of “close intimacy”: “She had resolutely refusetyGeaoffer of
hospitality. Something of her mother’s fierce shrinking from observation and
sympathy was beginning to develop in her, and the promiscuity of small quarters and
close intimacy seemed, on the whole, less endurable than the solitude of a hall

bedroom” HM 224). In the story of Lily, she tries to observe the boundaries of race,

159



gender, class and also the boundary between “a girl” and “a married woman” (she

finally returns money she owes Gus Trenor)—so she remains the American Girl.

addition, Wharton denies Lily’s possible success as a New Woman. Even if Lily

wants to be independent, whether of men or of women, she cannot become a New

Woman in the upper class who leads an independent life. When starting to work at

Mme. Regina’s, Lily dreams of having “the green-and-white shop,” ju§oHbker

young ladies of fashion [who] had been thus ‘set-up,’ selling their hats by tke mer

attraction of a name and the reputed knack of tying a b’ 221); nevertheless,

Lily comes to learn that it is only a dream she cannot afford. Lily cannot bexcome

middle-class New Woman who has a profession, and she instead becomes a working

girl.

While Lily refuses to accept Gerty’s hospitality, their potential gisied union

becomes essential in Gerty’s story. Gerty remembers the night she dpelatywi

later in the novel:
She [Gerty] had not forgotten the night of emotion when she and Lily
had lain in each other’s arms, and she had seemed to feel her very
heart’s blood passing into her friend. The sacrifice she had made had
seemed unavailing enough; no trace remained in Lily of the subduing
influences of that hour; but Gerty’s tenderness, disciplined by long
years of contact with obscure and inarticulate suffering, could wait on
its object with a silent forbearance which took no account of titd&! (

209)
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Here, from Gerty’s point of view, the narrator describes that “she and Ksettiain
in each other’'s arms” whereas the narrator depicts that “Gerty gihiptbed an arm
under her [Lily], pillowing her head in its hollow as a mother makes a nest for a
tossing child” M 133) in Chapter 13 of Book I. While the same-sex union is finally
replaced by the image of the mother-child union in the latter, it is presenteatas
intimate in the former, and the emotional intimacy described here is much more
powerful than any other relationships in the novel. “The sacrifice she [Gady] h
made,” namely her giving up Selden for Lily, signifies that Gertgédihg toward
Lily prevails over that toward Selden: the union of sisterhood prevails over the
heterosexual union in Gerty’s story.

After the scene of the night Gerty spends together with Lily, Gertgirena
sisterly friend of Lily. When people get to know that Mrs. Peniston disinhehtsit_i
is only Gerty, not Lily’s relative, who stays with her. At the same timetyGledly
knowing that Lily “ha[s] no wish for the kind of help she could giveM 209),
plays the role of bringing Lily and Selden together. Gerty frequently aslsrsto
go and help Lily. Declaring, “I do ask you, then; | ask you because she once told me
that you had been a help to her,” Gerty asks Selden to “show her [Lily] the idiier s
of life instead of herHM 211). At the ending, again, when Selden goes to Lily’s flat,
the door is “opened by Gerty FarisiiNl 252), and it is Gerty who lets Selden stay
together with Lily: “She held his hand in hers a moment longer, and then, with a last
look at the bed, moved silently toward the door. On the threshold she paused to add:
‘You will find me downstairs if you want me”HM 253). Though Selden tries to

detain her, saying, “But why are you going? She would have wished—,” Ganigs
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it, saying, “No: this is what she would have wished-HM 253). Knowing what Lily
would wish, she leaves Selden behind with Lily. Gerty thus gives up her own
heterosexual love plot (and also her potential sisterhood union), and instead supports
the others, and the last picture of the (lost) heterosexual romantic love'sit Lily
deathbed is in a way directed by Gerty, who has a no less strong presence in the last
chapter of the novel.

Though Gerty and Selden share their romantic idea about “the real Lily Bart,”
Gerty comes to see through “the real” Lily. When Lily visits Gertgrlan the novel,
Gerty pays attention to Lily’s “pale face, in which the eyes sh[ijne wtecaliar
sleepless lustre’HM 206). Lily hysterically declares, “My eyes are bright now
because I'm so nervous—but in the mornings they look like lead. And | can see the
lines coming in my face—the lines of worry and disappointment and failuté4” (
207). When Lily closes her eyes, Gerty has “a startled perception of thgecinaher
face—of the way in which an ashen daylight seemed suddenly to extinguish its
artificial brightness” IM 208). Here, the “nature” Gerty sees under Lily’s artificial
mask is vividly contrasted with another “nature” that Selden sees at timningpof
the novel: “it was the same streak of sylvan freedom in her nature that lent such
savour to her artificiality”fiM 12). Thus, Gerty sees the reality of the physical body
of the American Girl, which Selden cannot see, and plays a role of relativizing
Selden’s romantic eyes.

The ending provided in Chapter 14 of Book Il portrays the parting of Selden
from the dead Lily. To his eyes, the dead Lily has a “calm unrecognizegtfee

semblance of Lily Bart,” and he hardly recognizes her as rea#t‘iTlvas her real
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self, every pulse in him ardently denied. Her real self had lain warm on his heart but a
few hours earlier—what had he to do with this estranged and tranquil face which, for
the first time, neither paled nor brightened at his coming® 252-3). Lily’s dead

face even looks like a mask for him: “He stood looking down on the sleeping face
which seemed to lie like a delicate impalpable mask over the living lineamemasl he
known. He felt that the real Lily was still there, close to him, yet invisibt
inaccessible; and the tenuity of the barrier between them mocked him with @sense
helplessness'H{M 253). The mask Selden sees on Lily’s face is that of the American
Girl; she dies, remaining a marriageable American Girl. For Seldlgts death
“apotheosizes her triumphatatbleau vivarit (Wolff “Lily” 337). But is “the real

Lily” whom Selden feels near him truly near him? The ending of the noveirdgrta
shows, whether romantically or ironically, the picture of the heterosexual union of
Selden and Lily, and, in this sense, “the conclusion allbwesHouse of Mirtla

traditional ‘marriage novel’ structure. If the expected ending was theagarof the
protagonists, then the scene of the lamenting Selden, kneeling near Lily’s dgad bod
is a satisfactory denouement—the marriage novel frustrated” (Wagnéniia7).

But how much is the heterosexual relationship a fixed standard in the novel? While
the silent union of Lily and Selden is situated at the end of the novel, the novel does
have another ending: Lily’s dying scene through her own perception. Though the
novel does not show the exact moment of Lily’s death, the story of Lily hersislf en
after Chapter 13 of Book I, after she falls into the eternal sleep. The fiageim

presented at the end of Chapter 13, just before she falls asleep, is not the union of Lily
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and Selden but that of Lily and the baby. s Bostoniankas two endings he
House of the Mirtthas two endings.

Significantly, the contrast discussed above between Chapters 13 and 14 of
Book |—the contrast between the heterosexual relationship and the strong
sisterhood—is repeated again at the end of the novel, between the scenen& Selde
and the one at Nettie’'s. Having decided finally to show Bertha the crucesklatid
to marry Rosedale, Lily visits Selden on her way to the Dorsets. Lookinty'at L
serious face, Selden says, “You have something to tell me—do you mean to marry?”
and she admits, saying, “You always told me | should have to come to it sooner or
later!” (HM 240). Meeting Selden, however, changes her mind, and her final decision
is to burn the letters. Her decision of burning letters seems to show her love for
Selden, her giving up living as the American Girl of the Gilded Age. Her dispbsal
the letters, however—and her giving up her potential marriage to Rosedale—does not
necessarily lead to the union of Selden and Lily. At the end of the chapter, she says
“Goodbye” to Selden and leaves his room, which seems to suggest the impossibility
of having the “republic of the spirit” in the Gilded Age. The last illustration by
Wenzell presents the scene of Selden’s library, where Lily gives himalakfss
(Figure 22), underlining the (failed) love plot of Lily and Selden.

The next chapter, then, shows that Lily on her way home accidently meets
Nettie, who Lily helped before through Gerty’s Girls’ Club, and the sisterhood union
presented between Gerty and Lily before is repeatedly shown betweamdlily
Nettie. As Gerty’s “very heart’s blood passing in to her friedi"1(209) when she

holds Lily, Lily momentarily leans on Nettie, whose “thin shabby figusdull of
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Figure 22. An illustration fofhe House of Mirtioy A.B. Wenzell

(Scribner's MagazineNovember 1905)

“hope and energy,” and gets energy from her: “[a] faint glow of returnreggth
seemed to pass into Lily from the pressure of the supporting &h’243). Again,

as Lily gets warmth in Gerty’s home after visiting Gus Trenor’s cold homelcte

so in Nettie’s house after visiting Selden’s cold house; while she says‘sheyis

cold” in Selden’s libraryKIM 241), “[i]jt waswarm in the kitchen” at Nettie’$4M

244). In this scene filled with warmth, a mother-child relationship portrayed in the
union of Lily and Gerty is repeated in the union of Lily and Nettie’s child: “The
child’s confidence in its safety thrilled her with a sense of warmth and retuifieing
and she bent over, wondering at the rosy blur of the little face, the empty cdeafrnes

the eyes, the vague tendrilly motions of the folding and unfolding fingeiid’Z45).
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It may be meaningful that the baby is a girl. Nettie calls her babyyMeanto’'nette

and dreams of her girl's growing up to be like Lily, who disagrees, sd¥iig,she

must not do that’HIM 246). While Nettie has the same standard as the society, where
the American Girl like Lily is regarded as ideal, Lily does not believieand wants

the baby to be a girl who is different from the “American Girl.” Hellg tees a

different picture of a mother-child relationship from her own—or Wharton’s;ithe g

is shown not as a social or artificial product but a natural product.

As Despina Korovessis argues, “[w]hat Lily seeks is a sense of commanity
connection to her fellow human beings, and some sense of continuity with the past”
(68). At Nettie’s, Lily feels that “the surprised sense of human fellowship took the
mortal chill from her heart’HHM 246) and “her first glimpse of the continuity of life
had come to her that evening in Nettie Struther’s kitchieivl 248). Lily’s craving
for “mysterious links of kinship”HIM 248), then, leads her to the meditation about
her relationship with Selden, since Nettie’s marriage shows an example of
“[s]uccessful marriages based on love rather than material considérations
(Korovessis 67). In Lily’s mind—or in her story—“mysterious links of kinship”
should be brought by her possible union with Selden, which she cannot achieve. In
this sense, it may be right that “[ijronically, Wharton'’s ‘solution’ to the
commodification of women within the consumer public sphere is to (re)confine them
within the heterosexual economy of nineteenth-century domesticity” (M25&n
Nevertheless, it is also worth noting that Nettie’'s husband George does not appear in
the scene. What is highlighted instead is the relationship between Nettidyaaold_

the one between Lily and Nettie’s baby girl, whose birth Lily indireleélijps through
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the sisterhood activity of Gerty’s Girls’ Club. In a symbolic sensg, palrticipates in
“the continuity of life” HM 248) through sisterhood.

The scene of Gerty and Lily’s sisterhood union in Chapter 14 of Book I is
repeated not only in the scene at the Nettie’s but also in the scene of Lilyisrdea
Chapter 13 of Book Il. In Chapter 14 of Book I, Lily, fearing that “she must spend
them [hours] alone, shuddering sleepless on her b&d"1(17), strongly wants “the
darkness made by enfolding arms, the silence which is not solitude, but compassion
holding its breath” and asks for Gerty’s embrad®(118); in Chapter 13 of Book II,

Lily, afraid of keeping sleepless and thinking that “darkness, darknesshaashe
must have at any cost,” takes a drug which will ease her “as though an enkesiial
made magic passes over her in the darknédigl’250). The contrast of coldness and
warmth is repeated again just before Lily falls into the endless sleep:

She stirred once, and turned on her side, and as she did so, she
suddenly understood why she did not feel herself alone. It was odd—
but Nettie Struther’s child was lying on her arm: she felt the pressure of
its little head against her shoulder. She did not know how it had come
there, but she felt no great surprise at the fact, only a gentle penetrating
thrill of warmth and pleasure. She settled herself into an easier position,
hollowing her arm to pillow the round downy head, and holding her
breath lest a sound should disturb the sleeping child.

As she lay there she said to herself that there was something she
must tell Selden, some word she had found that should make life clear

between them. [. . .]
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Slowly the thought of the word faded, and sleep began to enfold
her. She struggled faintly against it, feeling that she ought to keep
awake on account of the baby; but even this feeling was gradually lost
in an indistinct sense of drowsy peace, through which, of a sudden, a
dark flash of loneliness and terror tore its way.

She started up again, cold and trembling with the shock: for a
moment she seemed to have lost her hold of the child. But no—she was
mistaken—the tender pressure of its body was still close to hers: the
recovered warmth flowed through her once more, she yielded to it, sank
into it, and slept.HHM 251)

Though Lily momentarily thinks about Selden, about the word she has to tell him but
forgets, her meditation is overtaken by her sense of union with the baby. The last
paragraph in the citation above resembles that of Chapter 14 of Book I: “Her hand
still clung to Gerty’s as if to ward off evil dreams, but the hold of her finggaged,
her head sank deeper into its shelter, and Gerty felt that she s1&pT'33). The

final image of Lily is that of her sleeping in the warmth, which she feelgtiels

and Gerty’'s. Considering that physical comfort is linked with Lily’s belogd¢po the
society—or having money—in the novel, the point is highly important that Lily’s
body feels comfortable in these two scenes, which are situated outside of &y soci
to which Lily belonged and to which she wants to return. Furthermore, congideri
that the tense same-sex union of Gerty and Lily in their bed is replaced et i

of a mother-baby relationship in Chapter 14 of Book I, the image of mother-baby

relationship at Gerty’s, Nettie’s, and Lily’'s death bed can be seenasséotmed
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version of the sisterhood relationship. Though the heterosexual relationship ogtensibl
prevails at the level of Lily’s story, the strong sisterhood prevailssabtext.

As critics have stated, the scene of Lily and Nettie’s union is not ned¢gssari
presented as a positive solution. It is certain that Nettie embodies datyesiic
“the continuity of life” HM 248) that Lily cannot have; however, Nettie tries to
imitate the class of leisure, calling her daughter “Marie Anttégeand, in this
respect, “Nettie’s life also becomes a parody of its own imitation of upass-life”
(Kaplan 102). In addition, as Korovessis argues, “[i]t would seem a mistake [. . .] to
idealize Wharton’s account of working-class women in general” (72). Not only in the
work-house but also in the restaurant, which is “full of women and girls,” Lily is
isolated: “Her eyes sought the faces about her, craving a responsive, glame sign
of an intuition of her trouble. But the sallow preoccupied women, with their bags and
note-books and rolls of music, were all engrossed in their own affairs, and even those
who sat by themselves were busy running over proof-sheets or devouring magazines
between their hurried gulps of tea. Lily alone was stranded in a grdatofas
disoccupation” M 235). Wharton thus does not necessarily make the cross-class
sisterhood a powerful solution to women'’s plight. And yet, the warm sisterhood
unions between Lily and Nettie, and between Lily and Gerty, present aédiffe
point of view” HM 223), and, as Connell states, a sentimental tone in the scene of
Lily’'s chance meeting with Nettie can be seen as restoring “thenariginction of
sentimentalism” (589). Moreover, the sisterhood in this novel has something more
than the Victorian sense of sentimental sisterhood. As mentioned before, the turn-of-

the-century social work made possible a cross-class sisterhood through women’s
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clubs—namely “a home when out of work, or in need of ré¢$i1 87). By the
presence of Gerty’s Girls’ Club, the idea of sisterhood and home has a hew meaning
in the novel.

Taken together, Wharton discloses the artificial aspect of the catedmiyl’of
by ironically playing with the typology of the forever young and beautifueAcan
Girl in the portrait of Lily, and the stories of both Lily and Gerty arerimb®en in
the novel as two options for a “girl,” creating tension between the discourse of the
heterosexual order and that of the strong sisterhidoel House of Mirtthas two
endings—Lily’s death from Lily’s perspective in Chapter 13 and Lily’s dé&am
Selden’s perspective in Chapter 14—and Wharton leaves the question open about
which of the heterosexual relationship or the sisterhood union prevails in Ldys st
Though Lily’s heterosexual relationship with Selden seems to prevail as the novel
ends with Selden kneeling down at Lily’s death bed and exchanging unspoken words
with Lily, the warmth of sisterhood secretly functions as an alternatitrest
heterosexual relationship and makes unstable the (failed) American Gitgdatg
Lily lying in the bed, Selden thinks that Lily’'s “real self had lain warm enhi@art
but a few hours earlierHM 252-3); however, it is Nettie’s child who “the real Lily”
is together with in her warm bed “a few hours earlier,” and it is in a mothgr-bab
union—a transformed version of sisterhood union—that Lily falls asleep to death. If
the last chapter shows the death of the “art” side of the American Gi-khe
appears as a mask—Chapter 13 presents the death of the “nature” side of Lily,

namely the “real Lily Bart.”
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2. Two women and two ideas of “America”Tie Age of Innocence

After the publication offhe House of MirthWharton’s American girls
changed in relation both to social changes in America, and to changes in Wharton’s
life. In The Custom of the Counirywharton draws a caricature of the very typology
of the American Girl of the New America, who takes advantage of the marriage
market by reproducing girlhood and her “virgin innocené&u¢ NovelsA499) again
and again through divorces. As Patterson states, Undine is “at once new species, new
product, new technology, new money, new morality, and New Woman,” and her
power “suggest[s] the power of an American nation arguably superior to Europe
technologically and economically” (82, 84). Undine’s destructive power, which
threatens old New York, presents both Wharton’s fear about the New America and
her own self-consciousness as the former American Girl who, against the afistom
old New York, divorces her husband in the same year she Wnet€ustom of the
Country.

When Wharton again deals with the old New YorK'ire Age of Innocence
the issues examined in the figure of Lily Bart appear again in a difi@sgnin the
contrast between two female characters—May Welland and Ellen OlenskahThoug
The Age of Innocengs set in the 1870s, when the old New York was not truly
“doomed to rapid extinction with the advance of the invading raemir(Novels493),
Wharton uses the typology of the American Girl that became very popular in the
1890s in the character of May Welland. Chiefly seen through Newland’s eyes, May is
described as the American Girl produced by the society. She is introduced in the

novel as “a young girl in white with eyes ecstatically fixed on the dtagas” (Al
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5). As is illustrated in the little Edith in the openingfoBackward GlanceMay is

shown as a girl in white and situated in a heterosexual relationship. To Newland, Ma

represents such abstract ideas as “whiteness, radiance, goodhd€y, &nd, as

Selden regards Lily as the product of the society, Newland sees Mayhas suc
As he dropped into his armchair near the fire his eyes rested on a large
photograph of May Welland, which the young girl had given him in the
first days of their romance, and which had now displaced all the other
portraits on the table. With a new sense of awe he looked at the frank
forehead, serious eyes and gay innocent mouth of the young creature
whose soul’s custodian he was to be. That terrifying product of the social
system he belonged to and believed in, the young girl who knew nothing
and expected everything, looked back at him like a stranger through May
Welland’s familiar features; and once more it was borne in on him that
marriage was not the safe anchorage he had been taught to think, but a
voyage on uncharted sea&l 28)

His sense that May is “[t]hat terrifying product of the social systemépeatedly

found when he is “discouraged by the thought that all this frankness and innocence

were only an artificial product’/Al 30). Viewing May as a completely social product,

Newland sees her more as “a type rather than a person [. . .] as if she might have bee

chosen to pose for a Civic Virtue or a Greek goddess115). The image of the tall

girl May as a Civic Virtue precisely corresponds to such a statue adR@jnablic”

situated at the center of the White City.
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While Wharton challenges the icon of the American Girl by illustrating the
prolonged American Girlhood and showing the American girl's deteriorating body i
The House of Mirttand by presenting the “reproduction” of the American Giflle
Custom of the Countyghe discloses the artificiality of the idea of “girl” agairTime
Age of Innocencby making the American Girl unchanged after her marriage,
blurring the boundary of a girl and a married woman in a different way from in
previous works. The image of May does not change even after marriage, connected to
the turn-of-the-century popular image of Diana, a virgin goddess. At the van der
Luydens, before their marriage, “Archer saw May Welland enteritiglver mother.

In her dress of white and silver, with a wreath of silver blossoms in her hairll the ta
girl looked like a Diana just alight from the chasAt 42). The Diana image of May

is repeated when Newland and May stay in England on their honeymoon, making
May seem more “American”: “Newland leaned back in his chair and smiled at her.
She looked handsomer and more Diana-like than ever. The moist English air seemed
to have deepened the bloom of her cheeks and softened the slight hardness of her
virginal features” Al 118). Then, her figure as Diana is most vividly illustrated at the
scene of Newport: “In her white dress, with a pale green ribbon about theanciat
wreath of ivy on her hat, she had the same Diana-like aloofness as when she had
entered the Beaufort ballroom on the night of her engagem®int2g). As if she

were a Diana embodied, she wins the archery game. A similar scene tortimgope
scene at the opera appears after two years’ marriage of May anchgia on

that evening, she was all in white; and Archer, who had not noticed what she wore,

recognized the blue-white satin and old lace of her wedding d#&k$92). May’s

173



girlhood does not end with her marriage, and here May appears as the American

Bride in white. Observing a slight difference in her physical condition, Newiadd f

May unchanged as a “girl”:
Though May'’s outline was slightly heavier, as her goddess-like build
had foretold, her athletic erectness of carriage, and the girlish
transparency of her expression, remained unchanged: but for the slight
languor that Archer had lately noticed in her she would have been the
exact image of the girl playing with the bouquet of lilies-of-the-yalle
on her betrothal evening. The fact seemed an additional appeal to his
pity: such innocence was as moving as the trustful clasp of a child. (
192)

To Newland’s eyes, May is still a “goddess-like” and “girlish” child. Mayntinues

to be illustrated as the American Girl as a virgin goddess even afteageamwhich

serves to reveal that the idea of “girl” is not biological but artificialuttucal.

May is shown through Newland’s eyes as the perfect type of the Ameridan Gi

as the artifact created by society—or “America’s Dream G&ifinons “Cool

Diana” 438)—and is vividly contrasted with Ellen Olenska, a European lady. In this

novel, Wharton uses the typical contrast of the fair lady versus the daiik lady

portraying May—who has “fair skin’Al 115)—and Ellen—who is “bold [and]

brown” (Al 21) and is literally called “the dark lady” by WinseM (/7). The contrast

is clearly shown from the beginning, where while May is in white, Ellen wézes

dark blue velvet gown,” which is regarded as “unusual dr@ds7)( Then, the

fair/dark dichotomy is linked with the American/foreign dichotomy. Even when she is
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a child, Ellen is compared to “a gipsy foundling,” whose clothing does not follow
“the unalterable rules that regulated American mourniAd’38). Dale M. Bauer
links the 1870s context and the 1920s context in the idea of bohemianism, pointing
out “the connections Wharton makes between European immigration and the artistic
and intellectual freedom that followed” and suggesting that Wharton “links Bllen t
the fears of racial impurity” (478, 476); in fact, considering that Ellen isietaio a
Polish gentleman—not a Northern or Western European but an Eastern European—
Ellen can be compared to a “new immigrant” in the late nineteenth cefrtury.
addition, Ellen is also linked with the Sexual Orient. When Newland first visits
Ellen’s room, he finds it “foreign”Al 45), connecting the room with the image of the
Oriental. He feels “the scent of some far-off bazaar, a smell made upki$iTu
coffee and ambergris and dried rosesl’'45). Comparing Ellen’s room to
Samarkand, Newland sees May and Ellen as a pair of opposites: “Far down the
inverted telescope he saw the faint white figure of May Welland—in New York,”
who embodies the WASP icon of the American GMI}0).

Frequently referring to the contrast Wharton makes between Americarwo

and European women French Ways and Their Meanififjcritics have read the

® In French Ways and Their Meaningublished in the year previous to the publication of
The Age of Innocenc@/harton vividly contrasts the American woman and the
Frenchwoman, claiming that the Frenchwomargi®Wwn ug (100) while “the average
American woman is still in the kindergarten” (100-101). Wharton sugtiestthe
relationship between “grown up” men and women is essential:
The reason why American women are not really “grown up” in comparison
with the women of the most highly civilized countries—such as France—tis tha
all their semblance of freedom, activity and authority bears not much more
likeness to real living than the exercises of the Montessori infeal.lRing
[...] is a deep and complex and slowly-developed thing, the outcome of an old
and rich social experience. [. . .] it has its roots in the fundamental thirlys, a
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contrast of May and Ellen as that of “the American child-woman” and “the Eamope
adult-woman/artist,” celebrating the lattEnr example, Ammons suggests that May
embodies “[tlhe American child-woman who epitomizes her era’s ideal feityini

and that her characterization “emphasizes that the ideal is a constafajioaities
adults enjoy in children: gaiety, innocence, ignorance, acquiescence, dependence,
affectionateness, and a decorous spontaneygumentsl48); about Ellen, she
argues that “America finds the creative woman dangdveaauseshe is female and
therefore ostracizes her” (“Cool Diana” 445). Michael Nowlin, se@img Age of
InnocenceandFrench Ways and Their Meaniag “complementary cultural

nationalist texts” (90), suggests that “[t]he revolutionary and conservéatarels of
Wharton'’s cultural criticism [. . .] are represented most compellinglylleyn E

Olenska and Newland Archer” (106). Also, referring to the title of the nthwelAge

of Innocencewhich is the title of Reynolds’s picture of a small girl, Orlando states
that “[a]n important and especially damaging part of the myth of the Ame@té&is
that she is, of course, a perpetual child” (190), while Ellen is “both a survivor and an
artist,” being “a woman who, like Edith Wharton, lives her final days enjoynmgha
artistic life in France” (171" While the contrast of “the American child-woman”

and “the European adult-woman/artist” is the fundamental contrast of Maylang E

above all in close and constant and interesting and important relationgmbetwe
men and women. (101-102)
Here Wharton links the discourse of civilization with the issue of geadd states that the
basis of civilization should be “close and constant and interesting and amip@fations
between men and womén.
67 Gilbert and Gubar also link Ellen with Wharton; Ellen is “a dark latlp incarnates just
the metamorphoses that this writer herself underwent in her passage firovincial origin
as ‘Pussy/Lily’ Jones, New York debutante, to a brilliant career ak WAdiarton, expatriate
novelist” (167).
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these two figures also complicate the dichotomy by presenting themselves
momentarily as something different from their labels.
First, while Newland’s eyes always sees May as “America’aréirl”

(Ammons “Cool Diana” 438), May is wiser, stronger, and more modern than

Newland realizes. May is not as insecure as Lily Bart, but has “a womae' like

Mamie inThe Ambassadorsvho is “bridal—with never [. . .] a bridegroom to

support it” NYEXXII: 149). When Newland proposes that they advance the date of

their wedding, May acutely asks whether it is because he is “not certain ofutogti

to care for” her, whether “there [is] someone el#d’92). Saying, “Let us talk

frankly,” May “seem[s] to grow invomanlystature and dignity’Al 92, emphasis

added):
She dropped back into her seat and went on: “You mustn’t think that a
girl knows as little as her parents imagine. One hears and one notices—
one has one’s feelings and ideas. And of course, long before you told me
that you cared for me, I'd known that there was someone else you were
interested in; every one was talking about it two years ago at Newport.
And once | saw you sitting together on the verandah at a dance—and
when she came back into the house her face was sad, and | felt sorry for
her; | remembered it afterward, when we were engageé®.3)

She discloses what is under the mask of the American Girl, and wants to know “the

truth” (Al 93). May, moreover, recommends Newland break their engagement if he

loves someone else: “I've wanted to tell you that, when two people really ldve eac

other, | understand that there may be situations which make it right that they-should
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should go against public opinion. [. . .] and if there is any way . . . any way in which
you can fulfill your pledge . . . even by her getting a divorce . . . Newland, don’t give
her up because of me!A(93). May’s opinion here that the individual should be
superior to the society is totally different from the standard of the gofrietin what
Newland has told Ellen—the view that “[t]he individual [. . .] is nearly always
sacrificed to what is supposed to be the collective interest” in the New Yorkysocie
(Al 71). Though May refers only to Newland’s past affair here, it is quite appepriat
to consider that May indirectly refers to Newland’s possible love for Ellenlaxey
however, would not tell “the truth.” While Newland sees May as the “tergfyin
product of the social systemAl 28), it is Newland who clings to the standard of the
society and who makes May remain the American “Girl.” Newland does ntthiell
truth,” and instead repeats his rather hypocritical argument about “eacmisoma
right to her liberty” Al 93), telling May not to submit “to another form of the same
foolish conventionalities” in delaying their marriagd ©4). Newland’s not telling

the truth extinguishes “the real May.” She wears again the mask of thecAme&irl

“full of happy tears,” and “in another moment she seem|s] to have descended from
herwomanlyeminence to helpless and timoragidhood’ (Al 94 emphasis added). It

is significant that Wharton uses the words “woman” and “girl” in showing two
different beings in May. Though Newland feels “too much disappointed at the
vanishing of the new being” in MayA[94), it is he that makes it vanish, and it does
not appear again until the last moment of the novel when Newland gets to know she

knew everything?®

68 Closely examining the representation of May’s eyes, Evelyn E. Foaaagses that May
“is a perceptive, strong-willed, and determined woman who develops into tmpdrgreat
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Being more modern than she seems, May has a modern body, which shows a
different kind of female body from the Victorian one. Mrs. Mingott finds that’May
hand is larger than the standard: “Her hand is large—it’'s these modern spgorts tha
spread the joints—but the skin is whit&l 0). The narrator indicates May’s fitness
to sports later again: “She was not a clever needle-woman; her largesdagadié
were made for riding, rowing and open-air activities; but since other wives
embroidered cushions for their husbands she did not wish to omit this last link in her
devotion” Al 177). As a winner of the archery game at Newport, May has such
physical strength and inclination toward sports, and thus is vividly contrasted with
Newland, who is interested not in sports but in art and who spends much of his time
reading books or visiting museums, which may suggest that he belongs to “an older
society” HM 53). The itinerary of their honeymoon is changed from what Newland
originally planned, since “[h]er own inclination (after a month with the Paris
dressmakers) was for mountaineering in July and swimming in Aughst’18-19).

For her, the trip is “merely an enlarged opportunity for walking, riding, swing,

and trying her hand at the fascinating new game of lawn terki€’1Q). Modern

young women in America came to be interested in sports and athletics irethe lat
nineteenth century and one of the most popular American Girl images from 1890 to
1910 was that of “the Outdoors Girl” (Baritaaging47-8); reflecting these modern
trends (and also sharing some of Mamie’s “quiet dignity that pulled thingdyorave
together” NYEXXII: 150]), May is portrayed as a more modern and powerful girl

than Newland thinks.

depth’ than Newland Archer could ever have imagined” (43).
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Next, while May and Ellen are clearly contrasted by the Americadforei
dichotomy, it is also worth noting that Ellen is not only Europeanized but also
emphatically linked with “Americanness” in several scenes, Whaklea presents a
different idea of American from what May embodies. On the one hand, Ellen plays in
this novel a role of giving criticism and raising a question about the changes in
America, asking, “Is there nowhere in an American house where one may be by one’s
self?” (Al 83); again, saying, “It seems stupid to have discovered America only to
make it into a copy of another countr&I(146). On the one hand, “Paris represents
freedom for both Ellen and Riviere” (Orlando 193); on the other hand, it is also
significant that Ellen herself connects America with freedom. Discgi$snwish of
divorce, Ellen suggests that she has come back to America because she] ‘tovéet|
free” (Al 69). Ellen regards America as something similar to Selden’s “the repibli
the spirit,” where personal freedom is the most supreme gddbt). Ellen says, “I
want to forget everything else, to become a complete American again, like the
Mingotts and Wellands"Al 42). Ellen’s words here are highly ironic, however, since
what Ellen means by the word “American” is totally different from whathhngotts
and Wellands embody. [Fhe House of MirthLily’s desire to have what Daisy
Miller represents as Americanness—such as personal freedom and theafeglec
social convention—is seen as her foreignness; théheanmge of Innocencg&llen

Olenska’s desire to have freedom and independence makes her a “for&igreer.”

69 |t is also significant to note that those women who are independent enough toypossibl
subvert the conventional system (not only Ellen but also Catherine Mingotinleed with
foreignness. For example, Catherine Mingott’s house is describedasgsfolHer visitors
were startled and fascinated by the foreignness of this arrangerhatt,recalled scenes in
French fiction, and architectural incentives to immorality sucheasithple American had
never dreamed of’Al 19).
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Daisy is blamed for her going out with Giovanelli, Ellen is blamed for her being
“seen walking up Fifth Avenue this afternoon with him [Beaufort] by the whole of
New York” (Al 26); also she neglects the “[e]tiquette” which requires her to “wait,
immovable as an idol, while the men who wished to converse with her succeeded
each other at her sideAl(41). Such Daisy-Miller-like qualities of Ellen, then, are
categorized as “foreign” by the society. Mrs. Welland tells aboehEllsensational
debut, which deviates from the standard, saying, “That must have been atdbast t
years ago; and since then Ellen has never been to America. No wonder she is
completely EuropeanizedA( 90).

The issue of American freedom is shown in a more essential way in the scene,
where Newland says, “Countess Olenska thought she would be conforming to
American ideas in asking for her freedom,” to which Mrs. Welland answers, “That is
just like the extraordinary things that foreigners invent aboutAIs9(q). Here, the
Jamesian idea of American freedom is reconsidered and modified in a morerealist
way. Ellen is “foreign” in having a very idealistic conception of what “freedom
means to Americans. This point is highlighted again when M. Riviere, a Fremchma
who helped Ellen escape from her husband, tells Newland that he finds Ellen
essentially “American”: Tenez—the discovery, | suppose, of what I'd never thought
of before: that she’s an American. And that if you’re an Americdreokind—of
your kind—things that are accepted in certain other societies, or at least pti up wi
as part of a general convenient give-and-take—become unthinkable, simply
unthinkable” Al 154). Here, a foreigner Riviere presents his idealistic notion of

American morality that would be called “just like the extraordinary thihgs
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foreigners invent about usA(90) by Mrs. Welland. IThe Age of Innocence
Wharton denies in quite a realistic and ironical way the possibility of the
Tocquevillian (or Jamesian) idea of America.

In the end, the society of New York publicly brands Ellen as a “foreigner” a
the farewell party: “It was only at an entertainment ostensiblyexdfes a ‘foreign
visitor’ that Mrs. van der Luyden could suffer the diminution of being placed on her
host’s left. The fact of Madame Olenska’s ‘foreignness’ could hardly have been mor
adroitly emphasized than by this farewell tributa? 200). Ellen and Newland are
made into “lovers in the extreme sense peculiar to ‘foreign’ vocabulawbs;h
should be cleared\({ 200). Ellen’s wish to “pass herself off as Ellen MingoAT (
74)—or as an “American girl” who could replace May—is not allowed and she is
forced to remains as Countess Olenska—or as a “European lady"—whosen‘foreig
syllables” shows it as “an unlikely name for a New York telegraph offiae167).

Taken together, May and Ellen, who form the solid dichotomy of “the American
child-woman” and “the European adult-woman/artist,” make it blurred at the sam
time by presenting themselves as something different from what otherghiaivel
which serves to raise a question about the ideas (or the boundaries) of “girl” and
“America.”

In the penultimate chapter of the novel, as the physical deterioration breaks the
fantasy of the American Girl ifthe House of Mirthwhat ends May'’s girlhood is the
change in her body: her pregnancy. May’s body breaks the icon of the Ameritan Gir
which is linked with the images of virgin and bride, in a different way from Lily’s

Suggestively, May’s white wedding dress is torn and becomes dirty the night when
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she tells her husband that she is pregnant. AaénHouse of Mirththe baby plays
an important part at the end Oie Age of Innocencthough in quite a different way.
While the baby serves to connect two women and to create a sense of sisterhood i
The House of Mirththe baby serves to part two women and to strengthen the marital
relationship inThe Age of Innocencn the latter novel, the text no longer shows the
possibility of a strong sisterhood’s subverting the heterosexual order. WigilBdrt
dies holding an imaginary baby, May gets power to change the situation by having a
baby. May succeeds in urging Ellen to return to Europe and in dissuading Newland
from traveling abroad and going away from her, and finally “her blue[exe] wet
with victory” (Al 206). The “continuity of life” HM 248) is not brought by sisterhood
any more inThe Age of Innocencé is presented through the elite family of the
white, Anglo-Saxon America of the Progressive Era.

Considering that May has an active, strong body (which is quite different from
Lily’s declining body), it is worth noting that the name of Theodore Roosevelt
appears in the novel as one of the most important friends of Newland. In his famous
speech in 1899, “The Strenuous Life,” Roosevelt emphasized the importance of
physical health in America, declaring that “a healthy state cah@iswhen the
men and women who make it up lead clean, vigorous, healthy lives” (Roosevelt 756).
Then, he established an ideal vision of the American family in the progressive
America: “The man must be glad to do a man’s work, to dare and endure and to labor;
to keep himself, and to keep those dependent upon him. The woman must be the
housewife, the helpmeet of the homemaker, the wise and fearless mother of many

healthy children” (Roosevelt 756). In the last chaptélrta Age of Innocence
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Roosevelt, the Governor of New York (just when he gave the speech, “The Strenuous
Life”), comes to Newland’s house and urges Newland to participate in politics:

“Hang the professional politician! You're the kind of man the country wants, Archer

If the stable’s ever to be cleaned out, men like you have got to lend a hand in the
cleaning” Al 207). Newland then becomes a member of the State Assembly and in a
way participates in “shaping the new nation” (Nowlin 106). Thus, May, getting
pregnant, restores her marital union with her husband and contributes to forming such
an American family as serves the duty demonstrated by Theodore Roosevelt. At the
same time, however, this ending of forming the American Family is not nabessar
celebrated by Wharton. The narrator reveals that Newland is not reelected, and
wonders if he is an appropriate man: “Archer, as he looked back, was not sure that
men like himseliverewhat his country needed, at least in the active service to which
Theodore Roosevelt had pointed&1 07). In other words, Newland, being “a
contemplative and a dilettantefl(207) and being attracted by a European lady,

cannot completely become “Mr. Mann,” who should lead what Roosevelt called the
“strenuous life” in the progressive America.

Meanwhile, a “different point of view’HM 223), which is examined through
Gerty’s Girls Club inThe House of Mirthis shown in a different way through Ellen’s
engagement in art in the 1920 novel. While Ellen can be seen as a New Woman who
wants to get divorced and to be independent from her husband, Wharton distances
Ellen from joining social reform but makes her an independent artist. Aiteng
back to New York as a married woman, Ellen’s deviancy from social norms is not

only shown in her request of divorce and in her neglect of social convention but also
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in her living in ‘des quartiers excentriquegAl 47), the place called “a ‘Bohemian’
guarter” @l 65), which is situated outside of the society: “Beyond the small and
slippery pyramid which composed Mrs. Archer’s world lay the almost unmapped
quarter inhabited by artists, musicians and ‘people who wrod'84). Ellen, who
belongs to it, is categorized as “Bohemian”: “It was incredible, but it wast atat

Ellen, in spite of all her opportunities and her privileges, had become simply
‘Bohemian™ (Al 158). As Nowlin points out, “the term ‘Bohemian’ as applied to a
denizen of lower New York suggests Wharton’s familiarity with the Greenwich
Village intellectual scene that had gained notoriety by 1919” (90), and thev@cbe
Village, which was the area of artists of high culture in the nineteenthrgent

became the center of radical reform movements including the women’s movement
the 1910s. Wharton, then, makes Ellen leave a “Bohemian” part of New York before
it was full of “reforms and ‘movements,’ [. . .] fads and fetishes and frivoli{igs”

211). Ellen’s asking for a divorce could itself lead to her involvement in the women'’s
movement at the turn of the century; instead of making Ellen work for radicahsefor
in America, Wharton makes her a different kind of a New Woman from a social
activist by making her a custodian of art in France. Here can be found the afatur
Wharton’s engagement with what is called “feminism”; while her wankstion as a
powerful critique of the romantic fantasy regarding women and of limitations
women'’s lives in America, she distances her characters from thel radio@n’s

movement of the 1910s.
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Taken together, Wharton ironically and critically plays with the icon of the
American Girl created by turn-of-the-century image-makers, disclosengrtificial
nature of the notion of “girlhood.” In the two novels examined in this chapter, the
American Girl plot and the New Woman plot are intertwined and also the Jamesian
idea of America is juxtaposed with the turn-of-the-century idea of progresgive a
materialist America, which serves to raise a question about the ideaneiiZa” as
well as the idea of “girl. IThe House of Mirththe story of Lily is intertwined with
that of Gerty, creating a kind of double-plot and showing plural options for both girls.
Portraying the failed love plot between Lily and Selden, Wharton seems treexpl
half unconsciously, or secretly, the potential option for the American girl to be a New
Woman who lives for sisterhood instead of seeking a conventional marriagee In
Age of Innocencéhowever, there is no more a possibility of a strong sisterhood
subverting the heterosexual relationship, and the novel presents in an ironical way the
perfect American Girl story through May in the progressive era. Also, in these t
works, Lily and Ellen present the Jamesian idea of America; however, in the
“American” society portrayed by Wharton, the Jamesian idea of a Tocqaevilli
America no longer prevails, labeled as “foreign.” Lily cannot survive ¢we n
America with her morals and desire for freedom, and Ellen, claiming “/Aar@ri
freedom, is made a “foreigner” and finally leaves America.

In the next chapter, | will deal with Willa Cather’s pioneer novels, where her
“not-American” girls revise the American Girl plot and also preserh&at idea of
America. Sharing the Tocquevillian idea of the American girl with 3aanel

Wharton, Cather’s “not-American” girl novels reflect more the situatiot910s
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America, and Cather negotiates the American Girl story and the New Woonaimst

a different way from James and Wharton.
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Chapter Four: Willa Cather’s “Not-American” Girls

While the Jamesian idea of America—or the Tocquevillian democracy
consisting of freedom and individualism—is shown in Edith Wharton’s novels as the
foreignness of the American girls, the same quality is representédreign” girls
in cosmopolitan America in Willa Cather’s works. As more and more immigrants
came to the United States around the turn of the century, the cosmopolitan world had
come to be presented not only outside America but also inside America, and “[a]n
immediate consequence of the new waves of immigration was an increase in the
anxious theorizing needed to support the American Girl as the WASP icon” (Banta
Imaging113). Cather, in contrast, displays a negative attitude toward the assimilating
and incorporating movement of the nation. As recent critics have variously discussed,
Cather’s pioneer novels are more than nostalgic novels of the pioneer days but are
something closer to a reaction to the turn-of-the-century social and cutintekts’’
presenting the idea of cultural pluralism in opposition to the turn-of-the-century
homogeneous ideology. Cather’s version of America shares to a certain legtent t
idea James and Wharton conceived of what “American civilization” should be,
enriched by the cultural influence of European civilization, and her pluralesbide
America resonates with those developed by such thinkers of the time as Morace

Kallen and Randolph Bourne, the latter of whom was an acquaintance of C8ther’s.

70 See, for example, Michelle Ann Abate, Marilee Lindemwilta Cather Ann Moseley,
Tim Prchal, and Guy Reynolds.

7t Bourne considerably like® Pioneersind was eager to redathe Song of the Larlabout
which Cather talked at a publisher’s lunch (Sergeant 130-31). In prestre multicultural,
pluralist America, Cather’s immigrant novels can be contrasted uatintexts as Mary
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In “Democracy Versus the Melting-Pot” (1915), Kallen states that ‘€Aoan
civilization’ may come to mean the perfection of the cooperative harmonies of
‘European civilization,” (No. 2591, 220), and, in “Trans-national America” (1916),
Bourne points out the failure of assimilation, or Americanization, and suggests that in
an essential sense “America is transplanted Europe [. . .] that has not been
disintegrated and scattered in the transplanting as in some Dispersion” (282).
Cather’s interest in the multicultural idea of America can be pattipated to
the fact that she was in a sense an immigrant from Virginia, expemeadind of
“Americanization” and retaining her Old World heritage after moving to &iiar.
Cather’s house in Red Cloud wasVaginia household,” where they “took a
Virginia newspaper, cooked and organized the household work Southern style,
preserved Southern stories and relics (including a Confederate flag, smard, a
uniform)” (Romines 277), similar to Antonia’s Bohemian household shown in the end
of My Antonia Also, Cather herself experienced a kind of “Americanization” when
she tried to abandon her own Southern accent after she moved to Nebraska and
started to go to school in Red Cloud; she “became aware at once that her speech was
different from that of the other children, and hastened to get rid of her slight Souther
accent” (Lewis 18). Cather’s effort to suppress her Southern accent, however,
coincides with her starting to use her middle name “Sibert,” her maternal 8outhe

family name (Lewis 19). In this seemingly inconsistent behavior, Cather $eems

Anton’s The Promised Landvhich was published in the same yea©aBioneersland which
illustrates positively the process of Americanization of an ignamt girl. Immigrant novels
by two writers make a striking contrast, suggesting that the issueearidemization (or its
failure) was an essential problem in the 1910s, and Cather, through thegofttiibt-
American” girls, presents her idea of the cosmopolitan Americaraspmion about the
controversial issue.
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have tried to retain her Southern roots and at the same to hide them. From the gap
between the standard of the (Northern) American and the manners she brought from
her Old World may derive Cather’s concept of multiculturalism and her nastalg
celebration of immigrant heroines’ possessing of their Old World culturehvishiat
the same time juxtaposed with other characters’ difficulty of bridgin@tda/Norld
and the New World?

This chapter will examine Cather’s “not-American” girl stories, stigating
the ways in which Cather’s girls revise the archetypal American Girlrend t
homogeneous idea of America she embotfi@he chapter first briefly deals with
two of Cather’s early short stories, “Tommy, the Unsentimental” (1896 Tdrel
Profile” (1907), examining how “American” girls in these stories deviiata the
model of the American Girl. Next, this chapter will examine Cather’'sezartivels,
O Pioneers(1913) andrhe Song of the Laid915), where such “not-American”
girls as Alexandra and Thea successfully transcend boundaries of nation and gender

and present a modernized model of the American Girl story, making her works

72 For more on Cather’s Old World connection, see Ann Romines and Joyce McDidsald.
Anne Goodwyn Jones and Tomoyuki Zettsu explore the presence of €&bethern roots
in her novels such ady AntoniaandThe Lost LadyLisa Marcus, discussing Cather’s
identification with her uncle, asserts that Cather came to avoichtheilh her uncle as a
Confederate soldier; CatheeWwriteshim [her uncle]” as a Unionist soldier in the story, “The
Namesake” (1907), and cut the poem, “The Namesake” (1902) from a revisea vérsi
April Twilightsin 1923 (107-8).

73 Recent criticism has developed arguments about Cather’s versiongedtan

girls’women from various perspectives. For example, Patterson angitidiset exclusive
characteristic of Cather’s New Woman is gender transgression, digcbesv Cather’s
heroines transgress gender normativity; then, Abate considessties iof gender and nation
together, paying attention to a gender-bending tomboy figure and exploring the wiaigzh
tomboyism had been linked with whiteness and Americanness, argues thdtarisCat
culturally pluralist America immigrant heroines’ tomboyism helps tipeesent
Americanness. This chapter aims to contribute to the development oatlyaseents by
examining girlhood as a site where plural options create tension-hevhietmarry or not, or
whether to be American or not—and by investigating how the two ideas ofrigahare
shown in Cather’s girls.
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something different both from the ordinary American Girl novels and from the turn
of-the-century New Woman novels. The main part of the chapter will focus on
another “not-American” girl noveMy Antonia(1918). The novel has a complex
structure with two narrators, whose paired portraits of “girls” createusar
tensions—between Antonia and Lena and between Antonia and Mrs. Burden—and,
with references to the 1910s social situation in America, the novel becomes
something more than a nostalgic memoir of late-nineteenth-century pioysearnth

the mythic celebration of the “not-American” girl. Cather has somgtinicommon

with Wharton, living as a New Woman though not getting involved in radical
women’s movement,and her dual attitude toward New Womanhood can be traced

in the portrait of another “Bohemian girl” in the 1918 novel.

74 From both the contemporary and today’s critics, Cather has been seen as a Nanw \Wom
Jeanette Babour wrote Rittsburg Pressn 1897 about Cather, a “woman editor” of the
Home Monthlysaying that she was “such a thoroughly up-to-date woman she certainly
should be mentioned among the pioneers in woman’s advanceMélid’Cather in Person
2); also, critics such as Ammons, Gilbert and Gubar have regarded GashHew Woman,
pointing out that Cather made a living as a professional writer, remairgdd, €ind lived

with her female friends, namely having a “Boston Marriage.” Whdeh€r herself lived as a
New Woman, she distanced herself from the so-called women’s moyesinech proceeded
more and more powerfully in the 1910s. Elizabeth Sergeant remembers beenutunter
with Cather at the office dficClure’s Magazinewhich was “the best of the popular ‘uplift’
magazines in the reforming period” and was evaluated by social wornkgesad of finding
the type of hard-looking working woman she had expected, Sergeant met an opgrgvear
boyish figure with “[n]o trace of the reforming feminist” (Sergeant 3}, B3o, while

Cather celebrates some New Women figures, she shows a negativeward the so-called
New Woman novels and toward the women’s movement. In 1894, Cather sevei@hedriti
Sarah Grand'3he Heavenly Twing New Woman novel about the woman'’s rights question,
calling it “atrocious.” Also, in a book review in theaderon April 8, 1898, she gave a fairly
acidic comment on the second volume ofWmman’s Bibleedited under the direction of
Elizabeth Cady Stanton. Cather criticizes “the temerity of theseadde ladies,” pointing

out their lack of linguistic or theological learninfhe World and the Parish39). In

rejecting Stanton’s emphasizing on woman’s plight, Cather seems to syrapatrz with
Emma Churchman Hewitt, whose essay Cather as an editor situated Aexhtoy, the
Unsentimental” in thélome Monthlyin the essay titled “What Relation Does Woman Bear
to the Present,” Hewitt argues that there had been women who could lmizategs New
Women before the phrase as such appeared, and strongly rejects the emphasismari
stating that “[tlhe women of to-day who are really ‘advanced’ have stideal of ‘woman’s
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1. Cather’s portraits of the “American” girl in her early stories

Written before pioneer novels with immigrant heroines, two early short stories
deal with “American” girls, where Cather challenges the model of theisameGirl
in various ways. First, in “Tommy, the Unsentimental” (1896), Cather focuses on the
transition from girlhood to womanhood of the American girl. The heroine Tommy
has business ability, is “scarcely girlish,” and has “the lank figure atawve half
grown lad” (“Tommy” 6). As a modern and more masculine version of Jo March in
Little Womenshe is a tomboy with a masculine nickname and, with “a peculiarly
unfeminine mind,” she identifies herself not with domestic women but with
professional men; Tommy “kn[ows] almost no women, because in those days there
were few women in Southdown who were in any sense interesting, or interested in
anything but babies and salads,” and instead sees “plenty of active youngdusine
men and sturdy ranchers” as “her own kind” (“Tommy” 6). Tommy then goes to
school in the East and comes back with “a girl she had grown fond of at school, a
dainty, white languid bit of a thing, who used violet perfumes and carried a sunshade”
(“Tommy” 7). Linking Tommy'’s friendship with Jessica with sexual traasgion,
people in the town see it as dangerous: “The Old Boys said it was a bad siga whe
rebellious girl like Tommy took to being sweet and gentle to one of her sex, the worst
sign in the world” (“Tommy” 7). Though there is no exact description of Tommy’s
being “sweet and gentle” to Jessica, their sisterhood friendship is pceasnte
something that possibly subverts the gender norms of society. Tommy’s deviation

from the conventional gender norms culminates at the scene when she rides a

rights™ (6).
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bicycle—the emblem of the New Girl—at high speed to go and help her friend Jay

stop the run on his bank, and Jessica, who has asked Tommy to take her, gets too tired

to follow her on their way to the destination:
It flashed upon Miss Jessica that Tommy was not only very unkind, but
that she sat very badly on her wheel and looked aggressively masculine
and professional when she bent her shoulders and pumped like that. But
just then Miss Jessica found it harder than ever to breathe, and the bluffs
across the river began doing serpentines and skirt dances, and more
important and personal considerations occupied the young lady.
(“Tommy” 7)

Critics have read this scene as sexually charged, presenting “the pdtentizhe

actuality of Tommy’s sexuality” (Patterson 189Riding on the road which crosses

“the big Divide” (“Tommy” 7), then, functions in making both of the girls recognize

they are different. When Tommy rejects Jessica’s plea to stop and drerkinviite

middle of the ride, Jessica for the first time realizes that Tommy isaaehtfkind of

girl from her. While Jessica finds Tommy “aggressively masculine andgsiohal,”

the narrator calls Jessica “the young lady” though she was called’ afgMiss

Jessica” earlief® At the same time that Jessica finds Tommy “masculine,” Tommy

fully understands that Jessica comes with her not because she cherishes thei

75 Regarding Tommy’s sexuality in relation to this scene, see aléh Budler 158-59.

76 Moreover, the change can be found in the way Jessica calls Tommy. Befpetarted,
Jessica called her friend “Theodosia™ “O, Theodosia, can’t | go with yout go!”; then,

“O, Theodosia, | can do anything now!Tommy” 7). During a trip to a neighboring town,
however, she calls Tommy not “Theodosia” but “Tommy™: “O, Tommy, | capdnted Miss
Jessica, dismounting and sitting down in a little heap by the roadside. ‘You go on, Tommy,
and tell him—tell him | hope it won't fail, and I'd do anything to save hifiTgqmmy” 7).
Here, Tommy is no longer her female friend “Theodosia” but is changéd taasculine
“Tommy.”
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sisterhood union and never because she is her kind—namely a girl becoming a New
Woman—but because Jessica loves Jay, and feels a huge gap between them: “Poor
Jess, anything but the one thing he needs. Waall; kindhave the best of it

generally, but in little affairs of this sarty kindcome out rather strongly. We're

rather better at them than at dancing. It's only fair, one side shouldn’t lave al
(“Tommy” 7 emphasis added). Before they started, Tommy said, “Of course, we’re
his only chance” (“Tommy” 7), using “we” to refer to Jessica and her; however

the citation above, “we” does not refer to Jessica and Tommy any more. After she
successfully deals with the problem at the bank, Tommy urges Jay to marcg.Jessi
She articulates the difference between Jessica and her as beimgaégsemantic”

and being not romantic—or, the sentimental and the unsentimental—and says, “as
soon as it is convenient, Jay, | wish you’d marry her and be done with it, | want to get
this thing off my mind” (*Tommy” 7). Though Jay reminds her of his proposing to

her before she went to school (the situation is similar to the case of Jo and Laurie,
whose proposal makes Jo leave for New York), she would not listen and insists they
cannot because they are “grown up”: “Now, see here, Jay Ellington, we have been
playing a nice little game, and now it’s time to quit. One must grow up sometime”
(“Tommy” 7). Taken together, the story symbolically presents the transitan f
girlhood to womanhood, juxtaposing two options for a “girl”; on the one side of the
“Divide,” one girl becomes “a young lady” who is to be married aftermg®f free

time as Christy suggests in his bodke American Girlthe other girl becomes a

New Woman and remains single. While the tomboy Jo matrries in the &ritden

Womenthere is no scene which expects Tommy’s marriage in “Tommy: the
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Unsentimental”; this even more vividly shows Tommy’s deviancy from the model of
the American Girl.

“Tommy, the Unsentimental” was published in the August issue (1896) of the
Home Monthlyof which Cather herself was an editor. Originally named._tukes’
Journal theHome Monthlywas clearly an imitation of tHeadies’ Home Journal
and Cather rather disappointedly reported that it was “mostly home anddistsff
about babies and mince pies” (Woodress 77). Considering this characteristic of the
magazine, Cather’s story about an “unsentimental” tomboy/New Woman can be seen
as a counterpoint to the sentimental and conventional mood of the ma&gaatitiee
same time, this story is not necessarily subversive in that Tommy gives up her
relationships both with Jessica and with Jay and that Tommy identifies heatkelf w
men. As Judith Butler suggests, Tommy has to pay “the price of cross-idsiuifit
namely, “the price of identifying with th@aceof the father” (161), and, in this
respect, the story “remains in accord with the socially conservative atlgosls of
the magazine” (Patterson 157). Tommy in a way stabilizes the “separatesspime

terms not only of gender but also of race and ethnicity. Patterson suggedts that t

77 In the next issue of thdome Monthlyin September, Cather published an essay titled
“Two Women the World Is Watching.” In this article, Cather introdueasgrominent female
figures, Mrs. William McKinley and Mrs. William Jennings Bryan. Cattiescribes Mrs.
McKinley’s development in youth: “After her return from abroad she becasigier in her
father’s bank in Canton, Ohio, though that was rather before the advent of thesbusi
woman, and certainly before the ‘New Woman'’ was dreamedld@ {Vorld and the Parish
309). Mrs. McKinley's life depicted here is closely linked with the imagTommy in
Cather’s story. Also, Cather celebrates Mrs. Bryan, who “organieetincoln Sorosis and
has been an active worker in the State Federation of Woman’s Clutes¥orld and the
Parish 312). Cather did participate in women'’s clubs in Pittsburgh around thevtiere she
wrote “Tommy.” She was invited to women'’s club, asked to talk about Carlyle or atheunt
things; club women, however, asked Cather so often to join them that Cathaallyréelt
distracted by them, and later she came to make poignant comments on “tlyeofutilit
women’s clubs and the efforts of their members to acquire quick and pauless”
(Woodress 78).
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issue of gender is replaced by that of ethnicity in this story, arguing thieiCa
displaces Tommy’s dangerous sexual desire [. . .] through a series of regmbnal a
ethnic codes, which help to write New Woman desire as both a necessary
performance in a western landscape and a safer idiosyncratic allethatn angry
Bohemians with a dangerous group consciousness” (159); moreover, the issue of
gender transgression can be seen as intertwined with that of racial tsamsgrboth
making unstable the “white, Anglo-Saxon, hetero-sexual America.” Toremgsto
make “separate spheres” stable—fixing the lines between the masculitieea
feminine, between the immigrants and the native-born Americans, the sentimenta
and the unsentimental, between “them” and “us.” She becomes a matchmaker,
promoting heterosexual marriage, and “malkes] a man of” Jay (“Tommy” 7), who has
been a dandy, effeminate boy with a “white carnation in his buttonhole” (“Tommy”
6); in addition, she saves Jay and his bank from the group of Bohemians rushing to
the bank with a possible threat of subverting the system. The drive works in two
directions in the story: Tommy deviates from gender norms at the saméainsbe
contributes to make the boundaries stable in terms both of gender and of ethnicity.
Thus, the two poles are separated, and girls’ choice—whether to marry and become a
wife/mother or to be a New Woman and remain single—is regarded as an tefther-
matter in Cather’s “American” girl story.

Next, Cather challenges the icon of the American girl in a differentmvay i
“The Profile” (1907). In the story, Aaron Dunlop, an American portrait painter in
Paris, marries a rich American girl named Virginia. A daughterledf Galifornian

wheat empire” (“Profile” 139), she is a rich, white, young, and independent American
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girl, and likes everything new; she is a perfect beauty except that shedaa©a ker
cheek. After the marriage, they have a girl named Eleanor but Virginia do@keot t
care of her, and, when Virginia’s cousin, whose name is also Eleanor, comes to visit
them, Dunlop has a warm feeling toward the elder Eleanor. One night Dunlop
mentions the scar to Virginia for the first time and Virginia leaves hirmékeday,
Dunlop comes back home to find that there was an explosion and both Eleanors got
burned. After divorcing Virginia, Dunlop marries the elder Eleanor, who now has a
scar on her face.

In this story, Cather breaks the type of American Girl in two ways: treerger
has a physical deformity and her scar embodies a traumatic memorypof titzet
painter. Half of Virginia’s face shows the typical image of Americatt GVhat he
[Dunlop] did see was a girlish profile, unusually firm for a thing so softly cdjore
oval, flower-tinted, and shadowed by soft, blonde hair that wound about her head and
curled and clung about her brow and neck and ears” (“Profile” 137). The story is
accompanied by illustrations by F. Walter Taylor, one of which shows a Gibsbn-Gi
like profile of Virginia (Figure 23). The other side of Virginia’s face, hogrehas a
scar caused by a burn that “drew the left eye and the corner of the mouth; made of he
smile a grinning distortion, like the shameful conception of some despairingvakdi
imagination” (“Profile” 137). Here, the body—or the “nature”—of the AmariGarl
breaks the type in a more striking way than in Wharton’s novels. Considering that
Cather ironically illustrates Virginia’'s “passion for dress and hegrish admiration

of physical beauty” (“Profile” 138), the deformity in the American Girlhiststory
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seems to display Cather’s ironic reaction to the obsession with physical rethg

icon of the American Girl.

Figure 23. An illustration for “The Profile”

Meanwhile, it is important that Dunlop, a figure-maker, is haunted and at the
same time attracted by the scar, which is linked with the chasatrBrmatic past.
Dunlop is from “the remote mountains of West Virginia,” where his grandfather
habitually whipped his wife (“Profile” 136). The traumatic memory of “the surfte
of the mountain women” makes him “almost morbidly sensitive” (“Profile” 136).
Though he thinks he has escaped from the traumatic past, his meeting withaVirgini
gives him “a haunting sense of tragedy,” which reminds him of women in hig/famil
(“Profile” 137). Then, when he finally mentions the scar on her face, he is linked with
his grandfather: “He was frightened at the brittleness of his own voseemed to
whistle dryly in the air like his grandfather’s thong” (“Profile” 140). Dunlepeats
what his grandfather did in his traumatic past, and the image of the deformed women

haunts him as he is to marry another woman with a deformed face. Thus, in “The

78 He not only sees himself romantically as a savior of suffering womegldmsympathizes
and almost identifies with women. The narrator relates that, escaping B@oumtry to
Paris, “hisstripeswere healed,” while he becomes “the expiator of his mountain race” in

Paris (Profile’ 136, emphasis added).
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Profile,” the American girl not only presents the ironically transformed af the
American Girl of the Gilded Age but also embodies the suppressed traumarnggardi
the “America” of Dunlop, the figure-maker, who has seeminglyeeded in
escaping from it. Virginia’s face embodies the unbridgeable gap betwegotes—
the right side of her face presents the perfect portrait of the white, ricbgantful
American Girl, and the hidden, left side shows a grotesquely deformed one—which
corresponds to the gap Dunlop experiences between his old country and his new
country.

The source of “The Profile” can be attributed to Cather’s actual acqueagntan
with a deformed American girl in Paris, as Mark Madigan thoroughly disg}i3sé
the same time, it can also be found at a more psychological level. The name of the
American Girl in this story is Virginia, the name which is closely cotetkwith
Cather’s own childhood in Virginia and also with Cather’'s mother’'s name,héarg
former Southern Belle who continued to cherish her old tradition and memories of the
Old South. The characterization of Virginia in “The Profile” bears a strong
resemblance to Cather’'s mother, who was highly “concern[ed] with appearance,
beauty, and dress” (O’Brien 37). Just like Wharton’s Old New York, the Old South of
Cather has “social conventions defining the role of the Southern lady” (O’Brien 43)
Cather’s self-recognition, however, is not the same as Wharton's “fenmman@\
Backward Glance); as a “tomboyish” child, Cather “felt bitterly that our [their]

mothers secretly suffered from our [their] plain brown faces and stubby noses and

79 Madigan closely examines the situation regarding the publication of “TidePr
Discussing Cather’s complicated friendship with Dorothy Canfield Fishadjddn points
out that Fisher stopped the publication of “The Profile” in 1904 because ské fearmodel
for Virginia was Evelyn Osborne, who Fisher introduced to Cather in IRatB02 and who
“had a similar scar and taste in clothing” (2).
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wished we [they] were pretty like other childrehe World and the ParisB63). In

a famous episode in Cather’s childhood, the little Willa shocks her mother, crying
“I'se a dang’rous nigger, | is!” in front of a Southern gentleman (Lewis 13). Here
Cather compares her “tomboyish” nature to “a dang’rous nigger,” whitéméss
Southern lady. While Edith Wharton'’s first recognition of self is “femimreg

Cather’s could be seen as “black/white me” as well as “boy/girl” me, where

blurred boundary of gender and that of race are deeply intertwined. In “The Profil
then, the color contrast between black and white is highlighted, and blackness is
emphatically used in particular when Virginia’s scar is repeated in tinedblittle

Eleanor “with her dress burned, and her hands black” and in the burn of elder Eleanor
“with her scorched hair, her face and arms badly burned” (“Profile” 1408diti@n,
Dunlop’s traumatic past can be read in the Southern context. His traumatic nsemorie
are compared to “the cruelties of vanished civilizations” (“Profile” 1374, hough

his haunting past is based on sexual politics, the story can become a very Old-South
like one if replacing sexual politics by racial politics. After “The Regf Cather

seldom illustrated such a deformed American Girl as Virginia nor wrotg &ieo

past in Virginia until her last novebapphira and the Slave Giwhere she portrays
another, totally different girl from the American Girl—a black slave-gand where
Cather appears herself in the epilogue as a white Southern girl. And yet, in her
pioneer novels, Cather’'s ambivalent attitude toward her Old World can be traced
among others in her emphasis on the color line and in the figure of a Southern

character.
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Taken together, “American” girls in two of Cather’s early short staifeviate
from the model of the American Girl in different ways. In “Tommy, the
Unsentimental,” Tommy shows deviancy in gender roles, though she serves at the
same time to stabilize the “separate spheres” in terms of genderjtgttamd girls’
choice. In “The Profile,” Virginia presents physical deviancy from ypelbgy of the
American Girl, and the unbridgeable gap of the two poles she embodies can be said to
symbolize the gap between the Old World and the New World in the figure-maker,
which might be partly shared by Cather. In Cather’s “not-American’hgwkls in the
1910s, her negotiation of the boundaries in terms of gender and of nation, which are
closely intertwined, is presented in a different way than it is in these riéamé girl

stories.

2. Cather’s “not-American” girls

WhenO Pioneerswas published in 1913, the novel had a frontispiece, the
illustration of Alexandra by Clarence F. Underwood, one of the popular illustcdtors
the time (Figure 24). Underwood published a book of his illustrations in 1912 titled
American Typesvhose forward asserts that “everyone who knows Mr. Clarence F.
Underwood’s pictures recognizes their wholesome Americanism” (Foreword to
American Typgsand where Underwood, just as Gibson and Christy had, presents a
lot of figures of the “American Girl” as the WASP icon in various situations atid wi
variations, often accompanied by “Mr. Mann.” Underwood’s portrait of Alexandra
uses the popular typology of the “American Girl,” with Gibson-Girl-likeiatlg eyes

looking at the viewer. Cather, however, found this illustration “incongruous” for her
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novel and asked to have it removed from a new edition in a letter she wrote to Ferris
Greenslet, her editor at Houghton Mifflin, on December 28, $8Cather's request
to drop this frontispiece is likely to suggest that she did not intend to show Alexandra

as the icon of the American Girl that was popular in contemporary culture of #he tim

Figure 24. The frontispiece in the first edition®Pioneers!

Courtesy of the Willa Cather Archive.

The negative attitude toward the typology of the American Girl created in
popular culture can be foundTie Song of the Larkvhich was published two years

afterO Pioneers!At the Christmas concert in Moonstone, when Thea Kronborg plays

8| thank Dr. Andrew Jewell for verifying the information in the letfierenced here.
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a very artistic tune on the piano, Cather contrasts Thea with her rivédisiegr,

whose name may remind readers of the popular girl image called the Gidh&he
narrator closely links Lily Fisher with the model constructed in populaureult

“Thea’s rival was also a blonde, but her hair was much heavier than Thea'’s, and fell
in long round curls over her shoulders. She was the angel-child of the Baptists, and
looked exactly like the beautiful children on soap calendars. Her pink-and-wdate fa
her set smile of innocence, were surely born of a colour-pre&87-8). Here the

idea of “innocence” is completely regarded as a copied performance,lg@sd Li

figure embodies the American child formed by “a colour-press” such as imegaz

and manuals. In particular, the turn-of-the-century magazines had a lot of
advertisements of soaps, which emphasized “whiteness” and was frequenty linke
with the imperialistic enterprise of building a “white” civilizationd&re 25). Also,

soap advertisements often had illustrations of “white and beautiful” girlsildren,

which powerfully served to spread the standard of beauty in the country (Figure 26).
The narrator’s reference to “soap calendars” clearly displays illgdbllows the

standard model of beauty, and that people in the town, who celebrate Lily much more

than Thea, believe in the unitary standrd.

81 The Song of the Lafkas another female character who is negatively shown as the type of
the American Girl: Mrs. Archie. The narrator introduces her afotinger “Belle White”:

“Mrs. Archie had been Mrs. Archie for only eight years, and when she ales\Bhite she
was one of the ‘pretty’ girls in Lansing, MichigarBl(32). As a Belle, she acted coquettishly
and selected Dr. Archie, who looked “the most promising”; he was “the big, hamdsyrh
with “confidence, his sober, radiant face, his gentle, protectinganamely, Mr. Mann &L
32). However, he could not remain “Mr. Mann” since he failed in the Wadtthee prettiness
of Mrs. Archie, once “Belle White,” “vanished like the ornamental plumalgieh drops

away from some birds after the mating seas@w'32). Here Cather ironically presents what
becomes of the “happy marriage” of the American Girl and Mr. Mann. Dr. &reltio once
sought “Belle White,” is now attracted by a Swede girl Thea.
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The first step towards lightening

The White Man’s Burden

is through teaching the virtues of cleanliness,

Pears’ Soap

is a potent factor in brightening the dark corners of the carth as
civilization advances, while amongst the ecultured of all nations it
holds the highest place —it is the ideal toilet soap.

" oct v,

Figure 25. An advertisement of soa@etury October 1899)

Maitchless for the Complexien
_J

.

Figure 26. An advertisement of soapadies’ Home JournalDecember 1902)
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While turn-of-the-century American mass culture serves to incorpibrate
standard of “America” in terms of race, ethnicity, and gender and excludethsmne
“foreign,” the two poles are not separated but are bridged in Cather’s fneti¢an”
girls in her multicultural America. I@® Pioneers! the characters can be categorized
according to how much they are “American.” At one pole are those charabiers
stick to the Old World, such as Mr. and Mrs. Bergson, Mrs. Lee, and Ivar: at the other
pole are characters such as Oscar and Lou, who like to be Americanized. What
distinguishes Alexandra, then, is that she has both of the two extreme polarities of
nationality; she acts as an American heroine and is simultaneouslyedttadher
Swedish roots. Alexandra’s story of pioneering is not basically warring vingt w
historians see in the pioneering era of America: the act of making boundatess. Af
the gap of sixteen years between Book One and Book Two, Alexandra’s sulccessf
pioneering clearly divides wheat and corn, light and dark, the winner and the loser,
making the fields “a vast checkerboar@K 39). Later again, through Carl’'s eyes,
Alexandra’s rich farm is described with the metaphor of a map: “[. . .] What a
wonderful place you have made of this, Alexandra.” He turned and looked back at the
wide, map-like prospect of field and hedge and past@&’55). The idea of
“mapping,” separating the land with hedges, coincides exactly with whrati&a
Nelson Limerick says is the central act of conquest in the American West, “
define”: “Conquest basically involved the drawing of lines on a map, the definition
and allocation of ownership [. . .] and the evolution of land from matter to property”
(27). In order to become one of “independent landowners,” Alexandra chooses to

follow “[a]ll the Americans” that “are skinning out” other immigrants’ lanalyiag,
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“Let’s try to do like the shrewd ones, and not like these stupid fello®@8"34, 30,
35). She claims her and her mother’s rights on the land, invoking American law: “A
third of the place belongs to you by American law, and we can't sell without your
consent. [. . .]"OP 31). Moreover, Alexandra to a certain extent follows the
American materialistic standard. After becoming rich as a landownerasheh
dining-room furnished with “highly varnished wood and colored glass and useless
pieces of china [that] were conspicuous enough to satisfy the standards of the new
prosperity” OP 50). Her furniture dealer “had conscientiously done his best to make
her dining-room look like his display window,” and Alexandra “was willing to be
governed by the general conviction that the more useless and utterly unusable objects
were, the greater their virtue as orname@P £0). Though Alexandra is largely
connected with nature outside the house, what she does here may remind readers of
Veblen’s idea of “conspicuous consumption.”

Meanwhile, Alexandra’s achieving a material success in an Americarsway
not necessarily synonymous with becoming a homogeneous “American.” Ale’sandra
brothers, having “disliked to do anything different from their neighbd@@$” 24), are
willingly absorbed by the American idea of assimilation. They try to eixpel who
“ha[s] never learned to speak English” and to send “crazy Ivar” to the irstitfior
people who are differentQP 46, 48). They are subject to Americanization, whose
principle is, as Ivar declares, “for all to do alik€&HK 47). In contrast, Alexandra is
independent of assimilation, which paradoxically makes her called an “@améri

heroine by critics in the light of individualisffiThe focus of the novel shifts from

82 For example, Reynolds asserts, “Cather’s characters, especeathmlra, seem to
embody the ideology that underpinned the movement west: self-reliance, hkydaniorn
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how Alexandra succeeds in farming to how she preserves her ethnicity after
becoming a landowner. Her achievement as a landowner takes place dagly i
novel, and merely gives a starting point for her to be reborn as a Swedislcamer
Succeeding in farming, she lives in a “big white house,” which serves as “amasyl
for old-time people” QP 42, 49). Like her mother, she reconstructs her Old World in
her house, which Mrs. Lee, an old Swedish woman, regards as her spiritual home:
“[flor twelve years Mrs. Lee had always entered Alexandra’si\gitoom with the
same exclamation, ‘Now we be yust-a like old times!” She enjoyed theylibert
Alexandra gave her, and hearing her own language about her all day@sg7).

In the figure of Alexandra, the Tocquevillian idea of America such as indivitadi
found in her “foreignness,” or her keeping her Old World heritage.

In The Song of the Larkhe Tocquevillian idea of America is again shown in
the “foreignness” of Thea in contrast to the conformist idea, which Catler ca
“American” in her novel§® Though Thea once “was very sensitive about being
thought a foreigner’§L 14), she gradually changes and comes to prefer being a
“Swede.” She says to Dr. Archie, “Yes, | used to be ashamed of being a Swede, but
I’'m not any more. Swedes are kind of common, but | think it's better to be

something” SL77). A Swede girl Thea, who is frequently described as “individual,”

technology” (54). Also, Abate states that Alexandra has “such gsénttial American
gualities as a patriotic love of the land, a firm commitment to the Rwitak ethic, a
Franklin-like aptitude for ingenuity and [. . .] a Whitmanesque committeent
individualism,” and despite the fact that she “is working classjdarborn and culturally
‘other’ at the start of the narrative, [. . .] by its conclusion she embtitiesmerican Dream
and is an exemplar of the national spirit” (101, 100).

83 Critics have found in Thea American qualities in TocquevillianeefRsr example,
Marilee Lindemann calls this novel “Whitmanesque” with “its cedéibn of the body in
action and in the world"Willa Cather59), and Christine Dunn Henderson suggests that the
novel is “a distinctively American work of literature in any Tooglien sense” and that
“Thea’s rags-to-riches story might be thought to epitomize therikaredream” (73).
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is vividly contrasted with her sister Anna, who is called “American”nha, she’s
American,” Mrs. Kronborg used to say. The Scandinavian mould of countenance,
more or less marked in each of the other children, was scarcely discernibleanche
she looked enough like other Moonstone girls to be thought pretty. Anna’s nature was
conventional, like her face’SL121). Anna’s face is more like Moonstone—or
American—aqirls and fits the American standard of beauty, which the oarrat

ironically calls “conventional.” The narrator then negatively revealsAhaa’s

“mind ha[s] really shocking habits of classification” and that she “fefetgiave

social discrimination against the MexicanSL({122). Anna’s preference of

classification and xenophobia is similar to that of people of the town, where even
children can tell “the social classifications of Moonstone, since these nwddp

certain topographical boundarieSL(28); different from town people, Thea crosses
the boundary, frequently going to the Mexican area, for which she is blamed by town
people.

Not conforming to the type of the American Girl, Thea raises a question about
the standard idea of beauty and replaces it with a different one in tleeaddbe Art
Institute of Chicago. She disagrees with what people call beautiful: “\tBmdgo
puzzled her; she could not see why people thought her so bea@ifd8{)%* In a
room of paintings, she passes the Corot without noticing it, and comes to one picture
that she truly likes:

But in that same room there was a picture—oh, that was the thing she

ran upstairs so fast to see! That was her picture. She imagined that

84 |t may be also meaningful to note that turn-of-the-century Ameraxdeta and imitates
classical Greek culture in building a nation; her preference miutemyree with the model of
“American civilization.”
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nobody cared for it but herself, and that it waited for her. That was a
picture indeed. She liked even the name of it, “The Song of the Lark.”
The flat country, the early morning light, the wet fields, the look in the
girl's heavy face—well, they were all hers, anyhow, whatever was
there. She told herself that that picture was “right.” Just what she meant
by this, it would take a clever person to explain. But to her the word
covered the almost boundless satisfaction she felt when she looked at
the picture. $L182)

In this famous scene, she confronts “The Song of the Lark,” which becomesethe titl

of this novel, and finds it hers. “The Song of the Lark” by Jules Breton shows a

farmer girl standing barefoot with a reaping hook in her hand (Figure 27). lgike a

in those popular illustrations of the American Girl, a young girl stands stravgich

shows her strength and independence; in contrast, the girl in Breton’s pictmi@ has

accessories or a fancy dress, and is situated in nature. She is most fgerailich

more a work of nature than of art{EXVIII: 79), and thus James’s idea of the

American girl as “a child of nature” is found in Cather’s “not-Amerioginis.

Cather’s “not-American” girls do not only transcend the binary between
“American” and “foreign” but also in terms of gend@ilexandra, “a tall, strong

girl” who wears “a man’s long ulster” at the beginning of the no@él1 4), inherits

85 Some critics have linked the instabilities of gender in Catlietien to the author’s
probable lesbianism. For more on the issue of lesbianism and Cather, seariplee
Timothy Dow Adams, Butler, Judith Fetterley, Deborah Lambert, @Brdoanna Russ, and
C. Susan Wiesenthal. Also, Katrina Irving, from the standpoint to see @athdesbian,
suggests that “[tlhe problem of ethnicity displaces that of homosexug@Ry.’ Daniel
Worden, then, challenges critics’ tendency of linking cross-dressingaihiae such as
Alexandra and Antonia with lesbianism, argues that the heroinesulimitscshould be
regarded as “female masculinity,” where masculinity is someiténprmed.
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Figure 27. “The Song of the Lark” by Jules Adolphe Breton (1884).

Courtesy of the Art Institute of Chicago.

her father’s farm, works hard, and remains independent. Cather redefines tlee fronti
as “a no man’s land” (Gilbert and Gubar 185), and creates a myth of women
succeeding in the frontier, of “female awakening and freedom” (RosoBistkiing,

77) 88 Also, the Epilogue ofhe Song of the Ladhows that people in Moonstone
celebrate Thea as a self-made girl: “A boy grew up on one of those stheeigent

to Omaha and built up a great business, and is now very rich. Moonstone people

86 Critics have portrayed positively Cather’s rewriting of the mytthefwest, “a narrative of
male violence” (Tompkins 28) created by male writers like Owen WistRoosevelt, which
was highly male-dominated and celebrated masculinity as a \étakak in American
identity. For similar arguments on individual works, see for example JddWarphy and
Mary Paniccia Carden.
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always speak of him and Thea together, as examples of Moonstone entegtrise” (
429). Ray Kennedy once calls her “Thee,” instead of “Thea,” because hmonce

Santa Fe had a friend named “Theodore, whose name was always abbreviated thus”
(SL54). The name Theodore clearly reminds readers of Theodore Roosevelt, and the
link between Thea and Theodore serves to make Thea a female version of the
“strenuous man.” As Susan Rosowski notes, Thea is not a “usual female
Bildungsroman character” and her narrative follows “traditionally matie pes,”

though Cather at the same time makes Thea’s “imaginative growth iptéaseale,”

which is particularly emphasized in the scene in the Panther Cdogade69).

Taken together, Cather’s “not-American” girls embody Cather’'s pdtidea
and revise in dual ways the popular type of the American Girl, which shows the
homogeneous standard of nation and gender. While Wharton’s American girls serve
as a critique of the type, Cather’s is done by making two counterparts coexist i
girl: Cather’s girls are foreign-American and male-female, twospoéng
“hyphenated.” In doing so, Cather’s “not-American” girls raise a questbout the
idea of “America,” rejecting the homogeneous idea of the progressivedsnagd
yet powerfully presenting the Jamesian, or Tocquevillian, idea of Amérniedatter
of which is presented by their “not-American”ness.

Cather’s “not-American” girl stories are something different not amgnfthe
popular American Girl plot, which ends with a girl's “happy marriage” to be a
traditional wife/mother, but also from the ordinary New Woman plot, where a heroine
rejects marriage in favor of profession or an independent life. Not followeng t

conventional model, Thea is frequently described as different from a standard girl
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whose goal is to get married. Mr. Kronborg tells his wife that “Thea is not the
marrying kind”: “I've watched 'em. Anna will marry before long and make @dgo
wife, but | don’t see Thea bringing up a familBL(94); then, “A girl with all that
energy has got to do something, same as a boy, to keep her out of mischief. If you
don’t want her to marry Ray, let her do something to make herself indeperfslent” (
95). Later again, Fred tells her that she cannot live a standard Ameri¢atfgirtA
lot of girls go to boarding-school together, come out the same season, dance at the
same parties, are married off in groups, have their babies at about the sansertitn
their children to school together, and so the human crop renews itself. [. . .] Why, you
couldn’tlive like that” SL327). The epilogue dfFhe Song of the La&gain presents
a fundamental contrast between the rivals, Thea and Lily; in 1909, Lily iSantaar-
haired, dimpled matron” with her twins in Moonstone while Thea is a prominent
opera singer whose name is often in the New York newspaper—in other words, Lily
follows the typical American Girl story while Thea does 18it425). Those citations
cited above, where characters declare that “Thea is not the marrying Elr@#),
may sharply remind readers of characters’ seeing Nan Prince abérsuirt of girl
who will be likely to marry” in Sarah Orne JewetBsSCountry Doctoi(NS234). In
this respect, Thea (and also Alexandra) can be seen as New Women, who reject
conventional gender roles and succeed independently.

At the same time, different from Nan Prince, who decides to seek her
profession and refuses to have a conventional marriage, both Alexandra and Thea
situate themselves in the marriage plot. Though Alexandra remains unmartiee for

whole novel, there is a moment in the novel when she is about to marry Carl, which is
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disturbed by her brothers, and at the end of the novel she is expected to marry Carl,
one of the “dreamers on the frontie©OR 155), in the near future. Then, Thea has a
lover, Philip Frederick Ottenburg, “a beer prince: son of the big brewer in S&”Loui
(SL247), and would like to marry him, though they cannot because Fred has a wife
from whom he cannot part. The epilogue reveals that later “the Denver papers
announced that Thea Kronborg had married Frederick Ottenburg, the head of the
Brewers’ Trust” GL485). Both Alexandra and Thea succeed in their profession and
at the same time get married to Cather’s version of “Mr. Mann,” who is differe

from the popular type of “Mr. Mann” in that he has more interest in art than in
business and has a foreign origin. Cather modernizes marriage in these novels,
making it more egalitarian and therefore appropriate for her New Women. Thus,
Cather makes her “not-American” girls stories different both from the cbioval
American Girl plot and from the ordinary New Woman plot; in Cather’'s modern
version of the American girl story in multicultural America, marriage antepsion

do not create “either-or” dilemmas any more, and the heroine achieves self-
fulfillment and professional success as well as personal happiness. Inlieer ear
“American” story, “Tommy, the Unsentimental,” Tommy deviates fromdge

norms, though she at the same time serves to make the boundary stable, separating the
two poles between the masculine and the feminine, between the American and the
foreign, and between the American Girl plot and the New Woman plot; in contrast, in
her “not-American” novels, Cather makes her “not-American” girlsgaritivo poles

and transcend boundaries.
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While Cather celebrates these “not-American” girls who successiudy
almost transcendently bridge two poles and embody the vision of multicultural
America, they are juxtaposed with those who cannot, which makes Cather’s version
of “trans-national America” not totally stable. The subploDdPioneersican be read
as the story of Emil, who is often called “boy” in the novel, and, while Alexandra
successfully bridges “American” and “Swedish,” Emil cannot, atéhchere to
French and Bohemian people than Swedes. Also, Emil’s Old World heritage is not
necessarily seen as positive because he resembles their father svandalies;
Alexandra says, “It's curious, too; on the outside Emil is just like an Americar-boy
he graduated from the State University in June, you know,—but underneath he is
more Swedish than any of us. Sometimes he is so like father that he frightdres me
is so violent in his feelings like thatOf 59-60). The Old World and the New World
are not successfully bridged—or “hyphenated”—in Emil, partly repgd&@unlop in
“The Profile.” In the subplot oD Pioneers! moreover, transgressing the boundary is
fatal. As Marilee Lindemann notes, Alexandra’s “healthy, wealthg, ‘@nmune’
body is contrasted with queer bodies including Emil and Marie, who are expelled
from the prairie “not only out of their transgressions against marriage buhaiso t
violations of a code that defines safe sex as intercourse with one’s own (kihalic)
(Willa Cather44, 43). While Cather resists the standardized model of nation and
gender in the novel, her “oppositionality is neither fixed nor simple, particudarly
matters of race” (Lindemanilla Cather6).

In fact, it is significant that in both portraits of Alexandra and Thea whitases

highly emphasized. Alexandra’s skin is “of such smoothness and whiteness as none
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but Swedish women ever posse$3P(@5). Her skin’s whiteness is emphasized in
contrast with Marie, a Bohemian woman, through Carl’s eyes: “They mpdetty

picture in the strong sunlight, the leafy pattern surrounding them like a net; the
Swedish woman so white and gold, kindly and amused, but armored in calm, and the
alert brown one, her full lips parted, points of yellow light dancing in her eydgas s
laughed and chatteredOP 69). Different from Marie, who is Bohemian and brown,
Alexandra succeeds “as a farmer and icon of whiteness” (Patterson 171).Hpesslis

is again closely connected with whiteness in the portrait of Thea from the lpeginni

of the novel: “As he [Dr. Archie] lifted and undressed Thea, he thought to himself
what a beautiful thing a little girl’'s body was—like a flower. It was sdlypead

delicately fashioned, so soft, and so milky white. Thea must have got her hair and her
silky skin from her mother. She was a little Swede, through and thro84!9) (

Mexican boys, who have “never seen a Scandinavian girl before,” are fagdgate
Thea’s “hair and fair skin,” find Thea “dazzlingly beautiful,” and exalai‘Blanco y

oro, semejante la Pascua!’ (White and gold, like Easte3)2(2). Repeatedly

linked with whiteness, both Scandinavian girls belong to “the white-skinned races”
(SL253). Thus, Cather’s Nordic characters can be racially “American” itutheof-
the-century sense though Cather makes them culturally Swedish or European. At the
same time, the uncertainty regarding the racial transgression andpghass of
whiteness in Cather’s Nordic immigrants in her pioneer novels can be aitrtiouh

certain extent to her own roots in her Old Worldviyp Antoniag published three

years afteiThe Song of the LaylkCather’s “not-American” girls are portrayed in a

more complicated way in the layered structure, where the color contrasebea
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Nordic girl and a Bohemian girl appears again, described through the eyégutke-

maker from Virginia.

3. Paired portraits of girls iMy Antonia(1918)

WhenMy Antoniawas published, the publisher Houghton Mufflin intended to
put a frontispiece that might be similar to the frontispied® Pioneers] Cather,
however, rejected the idea. Instead of adopting a popular type frontispigoer, Ca
was eager to insert a series of drawings by W. T. Benda, and she not onlylsbkecte
illustrator but chose which scenes to draw and even designed layouts of her book
(Stout 132-3}7 As a result, the tone of the illustrations is quite different from such a
frontispiece as i© Pioneers! which the publisher originally intended to inseriMg
Antonia Cather literally, or visually, revises the popular portrait of Americah Gir
while the frontispiece oD Pioneerslaccords with the popular type of the American
Girl who looks proudly at the reader without any background, a series of Benda
drawings inMy Antoniashows each scene more vividly, and there characters are
situated in nature without posinés suggested in Cather’s considerable concern
with the illustrations for the novelly Antoniais closely related to the question about
“the power of figure-making” (Lindemann “It Ain’t” 116). In the Introduction, the
narrator “I” and Jim Burden share warm feelings about their childhood menrmaes
prairie town, especially about a Bohemian girl Antonia, and decide to write about

Antonia and to “get a picture of heMA xii); while the narrator cannot accomplish

87 The book has eight drawings, though Cather’s original plan was tdlBad@wings,
which was not possible because of the limited budget from the publisherPJ&8tout
acutely argues that Cather’s choice of Benda may be attributed teceddrig to emulate the
illustrations to Mary Austin’dhe Land of Little Rain(142). For the whole story about her
choice of Benda’s drawings, see also Jean Schwind.
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it, Jim succeeds and brings his “picture” to the narrator. As male illoistrgive their

image of girls in the American Girl illustration, naming the drawing®sn Girl”

or “Fisher Girl,” Jim succeeds in “get[ting] a picturéA xii) of Antonia, which he

titles “My Antonia.”

Reflecting Cather’s pluralist America, Jim’s portrait of a Bohengiaircreates

a Bohemian home on American soil. At the same time, however, she is different from

immigrant heroines in Cather’s previous works in that she is a Bohemian amtigr

who belongs to the group of “new immigrants.” As Bohemian Marie’s brownness is

contrasted with Scandinavian Alexandra’s whitenes3 Rioneers! Antonia is

repeatedly described as “brown,” vividly contrasted with the Anglo-Saxon Jihite

and also with Norwegian LefaThe first thing Antonia does after immigrating to the

United States is to learn English from Jim, and the teaching lesson in some ways

functions in emphasizing their racial difference:
She pointed up to the sky, then to my eyes, then back to the sky, with
movements so quick and impulsive that she distracted me, and | had no
idea what she wanted. She got up on her knees and wrung her hands.
She pointed to her own eyes and shook her head, then to mine and to
the sky, nodding violently.

“Oh,” | exclaimed, “blue; blue sky.”

88 Also, Linda Lizut Helstern notes that Cather emphasizes the cha&tctEhapes of heads
of Bohemian characters or of Blind D’Arnault, and discusses that Catimeiiested in the
turn-of-the-century Darwinian eugenic discourse. Meanwhile, the brownmilssAntonia

is not only linked with Bohemian ethnicity but rather with tomboyishnesseXample, Mr.
Shimerda and Yulka, Antonia’s sister, are described as white @nich feontrast, Frances,
who is a New Woman, is “darkMA 145), and hesisterSally, who is a Swedish tomboy, is
described as brown. See also note 100.
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She clapped her hands and murmured, “Blue sky, blue eyes,” as if it

amused her MA 25)
Here Jim’s blue eyes are contrasted to Antonia’s brown eyes, which underlines the
racial difference. While the Otherness of Verena, a kind of working gjirhked
with “transcendental Bohemia” by OlivBgstonian$3), Jim finds Otherness in a
Bohemian immigrant in Cather’s multicultural West; andylynAntonig the issue of
boundary, or of the “vagueness of boundaBdgtonians24), is more closely
examined than in previous novels through the interaction between town boys and
hired girls, or between the “American” town people and the “foreign” gnamits.

The increasing number of new immigrants from Eastern and Southern Europe
in the late nineteenth century was seen as threatening by the Anglo-Sexoaw
immigrants, having darker countenances, being Catholic, and hardly speaking
English, destabilized the boundary of the “American,” which led to the incorporation
of America, namely redefining the boundary of the “American.” In the late nimétee
century, “the new immigrant women played their part in weakening the borders
between male and female spheres, foreshadowing the ideology of heterosexual
interaction that would come to dominate postwar gender relations” by “reeed-
dances and patrties at neighborhood community centers” (Todd 3), and this situation is
fully displayed in Book Il, where the dance craze appears in relation to niigramt
girls’ threat to town boys. D’Arnault’s playing the piano in the Boys’ Home Hotel
triggers the dance of American men and immigrant working girls, which is fedlow
by the Italian Vannis’ dance lesson that “brought the town boys and the coulstry gi

together on neutral groundM@ 197). In this democratic space, immigrant girls are
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seen as threatening: “The country girls were considered a menace todhersiec.
Their beauty shone out too boldly against a conventional backgroMidd195). The
three Bohemian Marys are “considered as dangerous as high explosives &b bat
the kitchen” MA 196), and Tiny Soderball presents an even more modern figure than
Lena, being “trim and slender, with lively little feet and pretty ankles!\&earing
“her dresses very shortMA 186)—which may lead to the image of the flapper of the
1920s. Together with these girls, Antonia gradually changes. Though she seems
“frightened” and keeps “looking questioningly at Lena and Tiny” during thedag
of dancing A 186), she comes to be crazy about dancing. She comes to wear city
clothes like Lena, putting on “gloves now, and high-heeled shoes and feathered
bonnets” and “cop[ying] Mr. Gardener’s new party dress and Mrs. Smith&t str
costume so ingeniously in cheap materials”; and Antonia in city clothes—more
Americanized Antonia—is described with whiteness by Jim: “l used to thitik wi
pride that Antonia, like Snow-White in the fairy tale, was still ‘fairest ofrttzi™
(MA 208). Different from Lena and Tiny, however, the transgression of the
city/country and American/foreign boundaries is almost fatal for Antoniad&tere
craze advances to the extent that she has to leave the Harlings and gautitetise C
where she nearly gets sexually assaulted. Her transgression of boundarieads
Antonia to the negatively changed American Girl plot, where Antonia is to get
married to Larry Donovan, an American man she sees as “Mr. Mann,” but it turns out
that Antonia is deceived and, after getting pregnant, is deserted by him.

In the end, Antonia marries a man “of like nationality’X 154) and creates a

“Bohemian” home, which gives her happiness and self-fulfillment and wheomiant
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is described again with brownness as “a stalwart, brown woman, flat-chested, her
curly brown hair a little grizzled"NJA 321). The preservation and reconstruction of
the old life are vividly illustrated in Antonia’s family life found in Book Five. The
family embodies a “bilingual communit[y]” (Reynolds 83) though it seems more
“Bohemian” than “bilingual” at the same time, as they speak Bohemian in the house
so that Antonia “forgot my [her] English” and the little ones “could not speak Bnglis
at all” (MA 324). They read “a roll of illustrated Bohemian papers” and Antonia’s
most beloved child Leo, whose “habitual skepticism was like a direct inheritance
from that old woman [Mrs. Shimerda],” plays Mr. Shimerda’s violitA(348, 339).
Antonia’s children identify themselves as Bohemians in distinguishing dim fr

them, saying, “Show him the spiced plums, mother. Americans don’t have those”
(MA 328). While Antonia, becoming the Earth Mother on American soil, to a certain
extent bridges the two worlds as a Bohemian-American, she is moreyliteiatH
American” than her Scandinavian sisters, and serves to observe the boundary in the
end.

Critics have noted the difference between Antonia and Cather’'s Scandinavian
girls; for example, “[u]nlike Alexandra, whose gender-bending behavior makes her
successful farmer and quintessential American, Antonia is poor at the end of the
novel” (Abate 114§ then, Cather’s “Slav or Alpine immigrant women are tied to
home, hearth, and ultimately to the past, while her northern European, Nordic
immigrants become independent, professionally minded New Women who transcend

traditional gender roles and succeed in widening the scope of acceptable &pheres

89 Abate connects Bohemianism with the new category of “Caucasians,” whetare n
regarded as white as the Anglo-Saxons or the Northern Europeans afol¢hare not
“Americans” but could symbolize “America” (117-18).
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women” (Griffith 398). Indeed, in Jim’s narrative titled “My Antonia,” thel@mian

girl Antonia is related to a traditional role for women as well as to theguag s in
some ways similar to the image of “The Primitive Woman,” a mural disdlaythe
Women'’s Building at the World’s Columbian Exposition in Chicago. The mural
portrays women who are doing chores traditionally charged to women suchiag nurs
and carrying a jar; in Jim’s narrative, Antonia is often seen to be in the kitchen,
cooking, nursing, and serving men. Jim’s final picture of Antonia as the Earth Mother
in Book V strongly underlines her nature as “The Primitive Woman,” as Jim
associates Antonia with more ancient roots, universalizing and eternalizing her
fertility: “It was no wonder that her sons stood tall and straight. She wals iaine

of life, like the founders of early racesA 342). Thus, Jim’s version of “not-
American” girl story ends with a “happy marriage,” where the gicbbees a
wife/mother as “The Primitive Woman.” At the same time, Antonia’s mgeria not
totally conventional in the power relationship. Though her husband Cuzak is a city
man and “it [i]s n’t the kind of life he ha[s] wanted to live,” Antonia has “managed t
hold him here on a farm, in one of the loneliest countries in the wdd"355). The
husband-wife relationship of the Cuzaks is a kind of inversion of the conventional
one shown in the patriarchal model of the Harlings or in what Lena tells regarding
their parents: “It must have been a trial for our mothers [. . .] coming out here and
having to do everything different. My mother had always lived in town. She says she
started behind in farm-work, and never has caughtM@ Z31). While the final

scene presents the traditional model of “The Primitive Woman,” Antonia’s agency

makes her marriage different from the conventional model, and Jim feel €tk
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ha[s] been made the instrument of Antonia’s special missMA’355). Thus, there
is a duality in Antonia; while she shows the traditional model of “The Primitive
Woman” in almost a mythic way, the point does not necessarily present mstatf
women.

Meanwhile, at the Chicago Exposition, the mural titled “The Primitive Woman”
is situated in contrast to the mural titled “The Modern Woman”—which illustrates
women plucking fruits of knowledge, women artists, and women seeking fame; then,
in My Antonig the picture of Antonia is contrasted with another picture, which
illustrates a girl who becomes the “Modern Woman”: Lena Lingard. Though Antoni
is situated at the center of Jim’s narrative, Lena presents hergselbther “girl,”
who frequently creates a contrast with Antonia and who relativizes portisit of
Antonia. Contrasted with Antonia, Lena pursues her professional success,
establishing herself by imitating standard ways of clothing or speakihgn\fist
introduced in the novel, she is perfectly dressed and creates a “picturasblf:Hé
plump, fair-skinned girl was standing in the doorway. She looked demure and pretty,
and made a graceful picture in her blue cashmere dress and little blue hatplath a
shawl drawn neatly about her shoulders and a clumsy pocketbook in her Ma&nd” (
154-55). Antonia and Jim are surprised to see Lena “brushed and smoothed and
dressed like a town girl, smiling at us [them] with perfect compos&’¥(55).

Stylishly dressed up and presenting a composed smile, Lena’s figure mag rem
readers of those girls on the magazine covers. Later, when Lena visgsalom in
Lincoln, she is dressed so fashionably that Jim at first cannot recogniZ8lnemwas

so quietly conventionalized by city clothes that | might have passed her sinetiie
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without seeing her. Her black suit fitted her figure smoothly, and a black lgce hat

with pale-blue forget-me-nots, sat demurely on her yellow hisi& 257). Looking

for new fashion, Lena is “never tired of poring over fashion bodi#t 270). Lena’s

seemingly conformist aspect is contrasted with Antonia’s remainifayeigner”:
Lena’s talk always amused me. Antonia had never talked like the people
about her. Even after she learned to speak English readily there was
always something impulsive and foreign in her speech. But Lena had
picked up all the conventional expressions she heard at Mrs. Thomas’s
dressmaking shop. Those formal phrases, the very flower of small-town
proprieties, and the flat commonplaces, nearly all hypocritical in their
origin, became very funny, very engaging, when they were uttered in
Lena’s soft voice, with her caressing intonation and arch naiw&gé. (
273)

Unlike Antonia, Lena is “conventionalized”—or Americanized—in fashion and

speech, and patrticipates in consumer culture.

Though Lena seeks fashion and is willing to be conventionalized, however, she

is different from “conventional” Anna iithe Song of the LarkVhile

conventionalizing her speech and fashion, Lena does not necessarily seek to be

“American” but rather performs Americanness, just as Alexandra choose®to fol

the American way to succeed. Lena identifies with other immigrast gind

mentions her Lapp blood, regarding herself as one of “the Lapp ditls2@5). Lena

is also distinguished from “American girls” by Jim, who sees hemaatare

“woman.” Lena enjoys art, and Jim regards her as superior to other towm gjivdd
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she understands and appreciates art: “As | walked about there | congdanuyese!f
that | had not brought some Lincoln girl who would talk during the waits about the
Junior dances, or whether the cadets would camp at Plattsmouth. Lena was at least a
woman, and | was a man¥i@ 267).

The most essential point that distinguishes Lena from “American”igittse
town is her sexuality. Embodying feminine beauty, Lena’s femininityasgty
linked with sexuality, which is suppressed in the ideal image of the American Gi
during Jim’s childhood. On first meeting her in the prairie, the boy Jim feelshba
is “undressed”NIA 160); then, in the famous dream of Jim’s, Lena appears before
Jim “in a short skirt, with a curved reaping-hook in her hand” and solicits aM#ss (
218). In Jim’s recurrent dream, it is Lena who has agency and Jim remssnsepa
Lena says, I‘can kiss you as much ake” (MA 218, emphasis added), not “you can
kiss me as much as you like.” The dream suggests the fear/attractiorate fem
sexuality of Jim’s, who imagines Lena’s potential possession of powegandya
that he cannot control. Lena, though not always intentionally, traps men into her net;
she is “accused of making Ole Benson lose the little sense heMiAd’'60-61) when
she was a little girl; makes Nick Svendsen chasing her and “rushing yoyiéikty]
hard” (MA 157); makes Sylvester Lovett crazily love her and have a desperate
runaway marriage with a widow; makes Old Colonel Raleigh and the Polish violinist
Ordinsky love her and feel jealous of each other; and fascinates Jim tdethetleat
his mentor advises him to leave Lena, saying, “You won't recover yourséd ydu

are playing about with this handsome NorwegiaiA@280).
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Presenting “a figure of alluring and threatening feminine excess” (kiada
Willa Cather68), Jim’s portrait of Lena has something in common with a newer type
of American Girl in the 1910s, when Jim (and Cather) writes the story. In the 1910s,
while the Gibson Girl and the Christy Girl were still popular, a different inohgiee
American Girl prevailed in popular culture, portrayed by such illustratalarags
Montgomery Flagg and Coles Phillips (Figures 28, 29). The Flagg Girl and the
Phillips Girl are sometimes called a “vamp” type, which shows a newdtfyplayful
and sexually alluring girl who becomes a threat and “a temptation to ntesedmaed
irresistible yet was ultimately destructive” (Kitch 58). Appegrn popular
magazines, the “vamp” type of girl wears not necessarily a white dut¢s black
one, and the “vamp” type is frequently linked with darkness, though they still present
white-skinned figures: “She is dark, she is sexual, she is volatile, she is mobjle, a
above all, she lives alone, outside the sphere of home and family” (Kitch 61). As the
dance scene foreshadows the gender situation in the 1910s America, Lena’s sexual
femininity does so as well, presenting modern femininity or modern femalalggx
which is contrasted with Antonia’s traditional, vulnerable female sexuality

While Antonia is situated at the center of Jim’s narrative, she is vividly
contrasted with Lena. Jean Schwind suggests that Benda'’s illustratigsiintonia
play a role as “the novel’s visual textual supplements” to Jim’s narratel(bfact,
the Benda’s drawings show two “pictures” of a girl; and Cather’s arastangement
of Benda’s drawings functions in emphasizing the dichotomy of Antonia and Lena.
There is a pair of drawings, of Antonia and Lena respectively, which maieka s

contrast between the two girls. Figure 30 shows Lena knitting on the prairié, whic

225



COQUETTE'S
NUMBER

YOUR .BEST GIRL

NUMBER ' L 1Pe '

L T |

Figure 29. “Has This Ever Happened to You?” by James Montgomery

Flagg Life, July 11, 1912)
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corresponds to Jim’s description of her “out among her cattle, bareheaded and
barefooted, scantily dressed in tattered clothing, always knitting as stteed/dter
herd” and especially of her seeming “more undressdd&'159-60). Cather’s letter to
Greenslet shows that “she gloated over this drawing that Lena wgdbftasting out
of her clothes” (Stout 141), and Benda'’s drawing thus literally plays a role of
supplements, which visualize what Jim feels about Lena’s female and sexual body
and which at the same time show the real Lena with a long skirt, not a short one like
that found in Jim’s recurrent dream. Figure 31 shows Antonia driving a herd in the
snow, which accords with what Widow Stevens tells Jim: “After the winter begun sh
wore a man’s long overcoat and boots, and a man’s felt hat with a wide brim. [. . ]
One day in December, the snow began to fall. Late in the afternoon | saw Antonia
driving her cattle homeward across the hiMA 308). Coming back home after
being deserted by Donovan, Antonia returns to a mannish girl, though she at the same
time expects to be a mother. On the one hand, Antonia is a man/woman; on the other
hand, Antonia’s sexuality is safely suppressed by male outfits so that Argorot
so much a man/woman as a man/mother, where threatening female sexuality i
eliminated.

Schwind juxtaposes these two drawings, arguing that both Antonia and Lena
assert “the ‘masculine authority,” having a cattle whip and knittingliese
respectively, which are “iconographic symbols of command, independence, and
authority” (65, 63); at the same time, it will be no less important here to patiaite
to differences between them. Though both of the two are depicted walking alone in

the prairie, their portraits make a vivid contrast, showing summer/wintetingnit
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needles/a cow whip, whiteness/darkness, and a girl looking like “undressedl”/a gi
whose body is tightly covered by man’s clothes. As Schwind suggests, themeeis s
similarity between these two drawings and Breton’s “The Song of th&;La

however, the portrait of Lena resembles Breton’s much more than that of Aitonia
“The Song of the Lark” (Figure 27), it is summer and the girl is barefooit&daw
similar dress as in Lena’s portrait. Also, Jim’s recurrent dream of taméink her

with Breton’s girl: “Lena Lingard came across the stubble barefoot,hora skirt,

with a curved reaping-hook in her hand, and she was flushed like the dawn, with a
kind of luminous rosiness all about heMA 218). A barefoot figure with a curved
reaping-hook and the image of dawn are so similar to Breton’s painting except that
the girl in Jim’s dream wears a short skirt. Lena can be a sexualizeahvefsi
Breton’s girl—or Cather’s previous self-made heroines like Thea. Indeelé, whi
Antonia shares Alexandra’s female masculinity and cross-dressing omrthe.éma,
like Thea, follows “traditionally male patterns” with female talefRegowski
Voyage69). Lena follows the rags-to-the-riches story through dressmaking and
proceeds from the countryside to Black Hawk, then to Lincoln—just as Jim does—
and finally goes to San Francisco. While Jim finds Antonia “battered but not
diminished” (MA 321-22) after twenty years, Tiny tells Jim in 1908 that Lena is “the
only person” she knows “who never gets any oldstAQ94) just as the narrator “I”
describes that Jim “never seems to me [her] to grow oltiék’>(). Also, just as

Thea, who is criticized in girlhood for her friendship with the Mexicans, is to be
admired in the end as one of the “examples of Moonstone enter[81s429), Lena,

who is seen as “a bad one” in her girlhood, is to be “much respected in Black Hawk”
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(MA 305, 290). Thus, Lena is another heroine in the novel. Creating a tension with
Jim’s “not-American” girl narrative of Antonia, Lena’s success spggents another

girl's story inMy Antoniawho could possibly be a different version of TH&a.

Figure 30. Lena knitting on the prairie

9 Lena’s success, however, is not as much celebrated as such New-Wantdradtacters as
Alexandra and Thea. It might be attributed to Cather’s long avetsitihe contemporary
popular culture based on materialism and commercialism, since Lenassasca New
Woman is inseparably linked with her pursuing fashion and popular culturerbintpa
“conventionalized” fashion and speech.
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Figure 31. Antonia driving her cattle in the snow

Furthermore, different from Antonia and even from Cather’s previous girls,
Lena, fully aware of limitations of women at home, openly rejects the traditmea
of wife/mother. While Antonia adores her father, Lena is always “a gaaghtier to
her mother” A 160). In the famous scene where Lena helps her brother choose a
Christmas gift for her mother, her brother Chris does not know whether he should buy
B for Berthe, his mother’'s name, or M for Mother, and Lena advises him to buy B,
saying, “It will please her for you to think about her name. Nobody ever calls her by
it now” (MA 166). Thus, Lena resists the idea that marriage gives a woman only a
role of “Mother,” which is vividly contrasted with Antonia’s being a “natftisorn

mother” in the countryMIA 310). Lena’s aversion to married life is closely linked
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with that to farm life: “She remembered home as a place where theralwase too
many children, a cross man, and work piling up around a sick worlbh283);

then, she says, “I'm done with the farmMA 159). In the town of Black Hawk, the
traditional role of a married woman as a mother is broken by Mrs. Gardener, “who
rluln[s] the business and look[s] after everythinlglA 176). Different from Lena’s
mother, who is always called “Mother” and not by her name, Mrs. Gardener’s name
appears in many places: “Molly Bawn’ was painted in large blue lattethe glossy
white side of the hotel bus, and ‘Molly’ was engraved inside Johnnie’s ring and on his
watch-case—doubtless on his heart, tddA(185). Lena, who resists joining the
conventional marriage system, chooses to go into business in an urban area for
herself. In the scene of the picnic in “No-Man’s LansllA 226) at the end of Book

Il, Lena tells the other girls and Jim that she is going to build a house for Heermot

“I tell you what girls,” she sat up with sudden energy; ‘I'm going torggtmother

out of that old sod house where she’s lived so many years. The men will never do it”
(MA 233). Here is shown a rare example where Lena, who is repeatedly described as
“easy” and “soft,” declares her plan “with sudden energy.” After twasyeshe truly

plans to build a house with her own money; Lena is definitely a self-madamnwdin
seemed to me wonderful that she should have got on so well in the world. Certainly
she had no one but herself to thank for MA(259). Loving independence, Lena,
coming out of the country, proudly tells Jim and Antonia that she has “a room of my
[her] own at Mrs. Thomas’s’'MA 158), while Antonia tells Jim that she would “die

of lonesomeness” in a citi}A 312). Lena insists on her economic independence,

and “she would n’t have a school boy spending his money on her” at the théAter (
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263). Fully articulating limitations imposed upon women and openly rejecting
conventional gender roles, Lena is a more critical New Woman than Cather’s
previous girls such as Alexandra and Thea.

Above all, what makes Lena different not only from Antonia but also from
other previous immigrant heroines of Cather’s is that she remains single. She neve
wants to marry even though she is involved with heterosexual relationShigised
by Frances about her relationship with Nick Svendsen, Lena tells her that she doe
not want to marry because she has “seen a good deal of married life” and she does not
“care for it” (MA 157). Later in the novel, she repeats her unwillingness to marry, and
her denial of marriage sounds unbelievable to Jim’s eye as well as otmers’slse
is “marriageable,” using Lily Bart’'s term.

“Why, I’'m not going to marry anybody. Did n’t you know that?”

“Nonsense, Lena. That's what girls say, but you know better. Every
handsome girl like you marries, of course.”

She shook her head. “Not me.”

“But why not? What makes you say that?” | persisted.

Lena laughed. “Well, it's mainly because | don’t want a husband.

Men are all right for friends, but as soon as you marry them they turn into

91 Judith Fetterley, focusing on the issue of Cather’s lesbianism, seasta lesbian: “her
sexuality is neither conventionally female nor conventionally male butrranatifies an
erotic potential possible only outside the patriarchal, heterosexutdrieof rigid definitions
and polar oppositions. Characterized by a diffused sensuality rootednseaddeself and
neither particularly aggressive nor particularly passive, Lena esgieesne model of leshian
sexuality” (159). Though Fetterley’s essay is convincing overall and Lpasigon is
certainly unique, her view of Lena as a lesbian is not supported byitlemee, since she
powerfully belongs to heterosexual order. She never wishes to marry andrespiast
“stays outside institutionalized heterosexuality” (Lindemwiita Cather68); nevertheless,
Lena is not a Gerty Farish, and never an Olive Chancellor.
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cranky old fathers, even the wild ones. They begin to tell you what’s
sensible and what's foolish, and want you to stick at home all the time. |
prefer to be foolish when | feel like it, and be accountable to nobody.”
(MA 282)
While Jim says, “[e]very handsome girl like you [her] marries fid éenies this,
insisting she does not want a husband, someone who tries to control his wife. She is
much more subversive than her New Womanish sisters in Cather’s earlier works;
different from Tommy, who identifies with men, from Alexandra, who is a mannish
girl in male clothes, and from Thea, who is said to be “not the marrying ksid” (
94), Lena is almost excessively feminine and “marriageable,” and shis ithsi
ordinary American Girl plot. In the end, Lena settles in San Francisco, hastogea
in the neighborhood of Tiny’s house. In Book V, Jim’s final reunion with Antonia
and her family in a Nebraska farm is preceded by his meeting “the tworwome
together” in San Francisco—Lena and Tiny, who have a good relationship,
supporting each otheMA 318)%? Though Lena and Tiny do not live together
literally, the idea of sisterhood shown in the end presents quite a powerful alternative
to heterosexual marriage—a modern version of the “Boston marriage.”
Thus, from the celebrated portrait of “My Antonia” drawn by Jim emerges

another portrait of a girl who becomes a New Woman, whom Jim cannot control and

92 Tiny is another New Woman character, who “lead[s] the most adventui@asdi to
achieve the most solid worldly successtX 291). Different from Lena, Tiny follows the “Mr.
Mann” plot of going to the West and making money; In this respect, theftileok 1V,

“The Pioneer Woman’s Story,” does not so much refer to Antonia as to Tinygffhou
achieving material success, Tiny is not depicted positively; in tier faculty of becoming
interested is worn outMA 294). Cather’s treatment of Tiny suggests her negative attitude
toward materialism and also it can be regarded as her de-ronmatndiciaf the Western Myth
which Jim still seeks in the novel.
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who serves to relativize Jim’s nostalgic and romantic portrait of AntortleeaSarth
Mother. Cather presents her pluralism not only in the idea of nation but also in girls’
options®® Lena says, “I should n't care for a family of that size myself, but somehow
it's just right for Tony” (MA 319); Lena does not disagree with Antonia’s choice and
even comments favorably about her married life, which leads Jim to have a reunion
with Antonia.My Antoniathus has two heroines and two portraits for girls, both
having self-fulfillment, though Jim, who is more conservative than he thinks he is,
can only illustrate a picture of one of them.

While Jim gives “a picture” of Antonia as a goddess figure of the Earth
Mother/the Primitive Woman, Jim cannot “get a pictutdA(xii) of Lena—a girl
who becomes a New Woman. Lena is beyond Jim’s power of control. Lena remains
an enigma to Jim, who cannot understand why Lena succeeds (“Lena’s success
puzzled me” MA 270]) or why Lena does not want to marry, and also, for Jim, “in
contrast to Lena’s overwhelming erotic energies, Antonia’s maternal gewer
threat to Jim’s masculine discursive power” (Lindemann “It ain’t” 127hd,.e
nevertheless, has a powerful presence in Jim’s narrative. As Lena in a sense
deromanticizes Jim'’s picture of pastoral, so she does his romantic idea of #te-Mus
the female icon. At the beginning of Book Ill, Jim meditates on a phrase iis/irg
the Georgicsabout bringing the Muse, who has just immigrated, into the “patria™—

“to his father’s fields” A 256). Jim’s association of the immigrant girls in Black

93 |n fact, inMy Antonig Cather presents various options for girls. For example, Frances
Harling, “[tlhe grown-up daughter,” is “her father’s chief clerk, amtinglly managel[s] his
Black Hawk office during his frequent absencedA(145). Having “unusual business
ability” (MA 145), Frances is another Tommy in “Tommy, the Unsentimental” antbea
seen as a New Woman; and, after she gets married, she does not becomastmcalwie
staying at home but “manage[s] the Harling interests in Black Havtk’hver husbandyA
289).
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Hawk with the Muse in the poetry of Virgil presents his attempt of mythically
shaping those girls into his version of Columbia. The character who comes to Jim’s
room, however, is not Antonia, who stands at the center of his picture of “patria,” but
Lena. Jim’s meditation about the Muse is interrupted by Lena’s full body and agai
by the recurrence of the dream of “Lena coming across the hanléshfieer short

skirt” (MA 262). Though Jim contains Lena into the image of the Muse at their first
reunion, subsequent meetings with her let Lena’s physical body burst out of the
“image” of the Muse. Lena is “a figure of excess (‘too plump,’ ‘too largéid

cannot be contained and therefore must be abandoned” (Lindemann “It Ain’t” 124)
not only from his life but also from his narrative about the “not-American” girl. And
yet, Lena stands at the center of Jim’s narrative about his Antonia; amonggthe fi
Books in his narrative, the very middle chapter is titled “Lena Lingard’—aschibt

“‘My Lena.”

Jim to a certain extent presents the situation of middle-class Anglo-Saxon
American men at the turn of the century, when Roosevelt encouraged them to be a
“strenuous man.” Michael Gorman, tracing the intertexualitylynAntoniain
relation to the Spanish-American War and the following American impeniaiises
“U.S. expansionism” in Jim’s narrative and links Jim with “no American more tha
Theodore Roosevelt, a figure deeply associated with America’s tefrégpansion
at home and abroad” (50). Gorman associates Jim’s hostility to the old snake in the
story with “rhetoric the American press and politicians voiced of Spain duméng t
Spanish-American War” (43), and states that “Cather shapes Jim’s Buimsense

of national and cultural identity through his association with Father Kelly ande@har
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Harling, champions of cultural and martial imperialism,” especiallgugh the
episode of finding Spanish artifacts in the Nebraska Plains with Charle\B{47)
how much is Jim a Charley Harling, or a Theodore Roosevelt? In the episode of
killing a snake, Antonia admires him, saying, “You is just like big mans,” butrist
out that this is “a mock adventureiA 45, 48). Later, when Jim asks Antonia for a
kiss, and tells her that he cares for her most, Antonia jokingly reacts, cattirf@ hi
kid”: “She laughed and threw her arms around me [him]. ‘Il expect | will, but yau're
kid I'm awfully fond of, anyhow!”” (MA 217). Called a “kid,” Jim is thus made to
remain a “boy” by Antonia. Indeed, Jim is not quite parallel with Charlidirda
Charlie is two years older than Jim and is “already preparing for Annaptien
sixteen WA 145). Mr. Harling “bought him guns and tools and electric batteries”
(MA 145), and Antonia admires Charlie, cooking and sewing for him, who is a future
“Mr. Mann.” Later, Jim gets irritated, since Charlie is “already ah@polis” while
he is “still sitting in Black Hawk” and behaving “like the grammar-schoobcéit”
(MA 210). When Jim comes back from the East in Book IV, Charley is “off in his
battleship, cruising somewhere on the Caribbean $&4207). Considering the time
span of this novel, it is likely that Charlie participates in the Spanish-&arewWar.
Unlike Charlie, Jim cannot get involved in this imperial war as a “strenuous oran,”
“Mr. Mann.” Jim is not such a symbol of American imperialism, though he does try
and wish to be.

Since the groundbreaking study by Blanche Gelfant on Jim’s sexual fears,

critics have largely recognized Jim’s lack of masculinity and his imabalifit the

236



standard of middle-class Anglo-Saxon American ffathile he is “a sexual-
linguistic gatekeeper, translator, and monitor of female and immigrant language and
behavior” (LindemanWilla Cather64), he is at the same time attracted to
immigrants and likes to be with them rather than with Lincoln—or Americaris:-g
and his “contempt for conventional morality, art, and sexuality”—or
“Bohemianism”™—leads to his being called “queer” (Lindeméitia Cather65).
Also, hating Mr. Harling, who seems to Jim “autocratic and imperial in his'way
(MA 153), Jim likes to be with Mrs. Harling and her daughters. Though he curiously
notes once that “Charley Harling and I had hunted through these woods, fished from
the fallen logs” KA 226), there is no scene like that in the novel, and Jim seems to
identify more with girls, enjoying a picnic in the “No-Man’s Lani/14 226)°

As race, ethnicity, and gender are closely intertwined in the novel, Jirk’s lac
of, or deviation from the standard of, American masculinity may be linked with the
point that he is a Southern man, like Basil Ransoffhi® Bostonian®’ Anne
Goodwyn Jones points out the hidden presence of “Dixie” in Jim’s narratig in
Antonig connecting Jim’s gender troubles with his Southern connection, which she

suggests is shared by Cathevty* Antoniais [. . .] a novel that, while it openly

% Some critics have associated Jim’s problem of sexuality withe€atown. For example,
Fryer relates his dream of Lena with a reaping-hook, which she calentoded story

within the story,” with Cather’s own problem about her sexuality: “Presumdtdayssue is
class, but for ‘Willie’ Cather, who in real life and in this story assiithe persona of a
young man, the issue might also be sex--attraction to the lively immigris” (377).

95 Also, Jim is considerably feminized when he is nearly assaulted bgrGutplace of
Antonia.

% In Jim's experience in Nebraska, Cather’s own experienceflected; at the same time,
Cather changes some details. While Cather mentions her homessickn her moving to
Nebraska in the interviewAflla Cather in Persorl0), Jim declares, “I don't think | was
homesick” MA 8); also, unlike Willa, Jim is an orphan and hardly refersgalbad parents.
Cather seemingly makes Jim separate from his Old World in the South.
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embraces Nebraska and Antonia, keeps a closet date with Virginia and Southern
white manhood. The buried text My Antoniais the story of the burden of Jim’s, and
Cather’s, Southern history, of how to relieve—and how to be broken by—that
burden” (107). Though his Southern roots do not come to the surface, his traumatic
rejection/attraction to his Old World can be traced in the novel. Partly stmilar

Dunlop in “The Profile,” though he distances himself from his Old World on a
conscious level, the text reveals several signs of Jim’s secret connedtidort

example, his attachment to Mr. Shimerda, who on first meeting reminds Jiheof “t
old portraits | [ne] remembered in Virginial@& 23) and who commits suicide from
homesickness which Jim quite sympathetically understands; the appearaamce of “
country that looked something like Nebraska and something like Virginia” in his
dream after listening to Pavel's haunting story about the Old World, thefifitaty

with the black/white contrasMA 59); the racist description of Blind D’Arnault, who
has “the soft, amiable negro voice, like those | [he] remembered from early
childhood, with the note of docile subservience in it [. . . and] the happiest face | [he]
had seen since | [he] left Virginia,” and who looks “like some glisteningafrigod

of pleasure, full of strong, savage bloot4 178,185)?’ Jones points out that Jim’s
repulsion to the snake with “[h]is abominable muscularity” (44) resemblesthat t
Blind D’Arnault, and that to Wick Cutter. “The intensity of Jim’s repulsion stgm

.] from resistance to a Southern acculturation that associates violent penetrtt

masculinity,” Jones argues; and so “Jim’s identifications are so fndgweéth the

97 At the hotel, what d’Arnault plays are “some good old plantation songs,” and therme
the floor “gathered round him, as he began to play ‘My Old Kentucky Home,sthgn
together “one negro melody after anothé’X(179). Cather continues to make d’Arnault
connected with the Southern plantation.

238



feminine position” (102). Jim’s repulsion toward excess masculinity, then, isllioke
his lack of masculinity. Jim’s possibility of becoming a Mr. Man—a masculine
American man like Charlie—is already at stake earlier in the novel; hNime3da,
his surrogate father, promises to give him the gun he brought from Bohemia, but he
commits suicide with that very gun from his strong homesickness. The Int@ducti
reveals that Jim has sought to be Mr. Mann, continuing to get involved in the railroad
project, which symbolizes the American/Western Dream, and getting thaorée
rich American Girl; however, “his success” as a “Western and American”(A
xi) is marred by the fact that his marriage is not “happy.”

As the Southern tradition is inseparably connected with the issues of class and
race, his portraits of immigrant girls are to a certain extent infegtby the
perspective he acquired in his childhood in Virginia. Antonia is characterized by he
brown skin and eyes: “They [Antonia’s eyes] were big and warm and full of light
like the sun shining on brown pools in the wood. Her skin was brown, too, and in her
cheeks she had a glow of rich, dark color. Her brown hair was curly and wild-
looking” (MA 22-3). Abate suggests that, in the portrait of Antonia illustrated by Jim,
“Antonia’s white European ethnicity often becomes blurred with Southern racial
blackness” (111). Antonia works hard in the farm and also works as a servant at the
Burdens and the Harlings, cooking, housekeeping, and nursing; and “[t]here was a
basic harmony between Antonia and her mistreg#t {74). In addition, some
elements regarding Antonia can be linked with the image of the South. Jones suggests
that Wick Cutter’s potential rape of Antonia can be linked with Martin Colbert’s of

Nancy inSapphira and the Slave Gi{104). Moreover, the name of Antonia’s
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baby—Martha—who was born through a kind of “miscegenation” can be linked with
the name of Blind D’Arnault’s mother, Martha, who gives birth to him probably
through miscegenation in the plantation in the deep South.

Though critics have barely noted it, Jim’s Southern connection can be traced
also in the portrait of Len&.Lena, being “so quietly conventionalized by city
clothes” MA 257), can be viewed as an Americanized character; nevertheless, she is
somewhat connected secretly to the image of the South in the novel. Frequently going
out with her, Jim comes to keep company with the landlord of Lena’s lodging house
and with a man living there. Her landlord from Kentucky, Old Colonel Raleigh, finds
a Southern tone in Lena’s voice, though she is Norwegian, and adores her: “He said
her [Lena’s] voice reminded him of Southern voices, and he found as many
opportunities of hearing it as possibl&4 275). Considering that Jim mentions
Lena’s “soft” and sleepy voice quite often in his narrative, it is likes be is
attracted to Lena with her voice which—maybe unconsciously—reminds him of a
Southern drawl. Jim goes to see plays with Lena, one of which is “a war plai calle
‘Shenandoah™ KIA 263)%° “Dancing ‘Home, Sweet Home,” with Lena was like
coming in with the tide,” Jim notes; the dance with Lena is like “the veltmming
home to something, of inevitable, fated retu#A(215-6)—possibly to his
suppressed past in the South, or his “patria,” of which Lena is the Mds256).

Neglecting his study, Jim played not only with Lena but also with the Pbtehas

98 Though Sarah C. Gardam discusses the similarity between Lena Lingard andtema G
in William Faulkner’sLight in Augusin relation to their transcendence of their “function as
targets for the objectifying male gaze” (239), Gardam does not point ohtaessential
similarity that both are seen as Southern women.

99 The Shenandoah runs through the Northern part of Virginia and the Shenandewh Val
where Cather’s Virginia home stood, was one of the main battlefieltle @ivil War.
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an old tradition of chivalry, and with the old Colonel, who “used to talk to me [Jim]

about Lena and the ‘great beauties’ he had known in his youth” in the StAith (

280). Just as Dunlop’s ambivalent relationship with his Old World is reflectedin tw

sides of Virginia’s face in “The Profile,” Jim’'s memory of his Old WoHd i

suppressed but recurrently appears, and, in Jim’s portrait/narrative ofidrtmre is

a hidden portrait of Lena, who is closely linked with the image of the Southern Belle.

Vividly contrasted with Antonia, who has brown skin, Lena has “a miraculous

whiteness”:
Her yellow hair was burned to a ruddy thatch on her head; but her legs
and arms, curiously enough, in spite of constant exposure to the sun,
kept a miraculous whiteness which somehow made her seem more
undressed than other girls who went scantily clad. The first time |
stopped to talk to her, | was astonished at her soft voice and easy, gentle
ways. The girls out there usually got rough and mannish after they went
to herding.” VIA 160)

While Antonia has “brown legs and arms” and wears clothes “like a man,"i$ena

seen as feminine, with her white legs and aa {49, 120). In the contrast

between Antonia and Lena can be found Cather’s childhood categorization; darkness

is linked with tomboyness and whiteness is linked with feminififtyn this novel,

100 Though critics have hardly noted it, there is another Catherhiahacter in the novel:
Sally Harling. “Sally, the tomboy with short hair, was a year youngen’harrates, “She was
nearly as strong as I, and uncannily clever at all boys’ spalty was a wild thing, with
sunburned yellow hair, bobbed about her ears, and a brown skin, for gtenoeg a hat.
She raced all over town on one roller skate, often cheate@degpsK but was such a quick
shot one could n't catch her at itVIA 144-45). Sally’s figure as a “tomboy” with “a brown
skin” sharply reminds readers of the child Willa. Salsoashares Cather’s liking of cross-
dressing; when the Harling children and Jim have “a costumenbtieiback parlor [. . .]
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the Scandinavian whiteness of Lena could be linked with whiteness in the Southern
Belle; and at the same time Lena’s femininity, too sexual and volatilégatas
gender expectations for the Southern Belle. Cather might have been avare of t
resemblance between the antebellum Southern image-making of the Southeern Bell
and the turn-of-the-century image-making of the American Girl, both usingialge
innocent white girl to symbolize the nation/region, establishing the standard of
feminine beauty and racial superiority, and stabilizing the boundary of nation, race
and gendet® In My Antonia the deviation from gender expectations in the turn-of-
the-century America are linked with the image of the South; while itpsssible for
Jim to acquire masculinity, Lena shows overtly abundant and sexual femihwtity
subverting the gender norms not only of turn-of-the-century America but of the Old
South.

Taken together, iMy Antonig Jim’s portrait of Antonia as “The Primitive

Woman” is juxtaposed with the (self) portrait of Lena as “The Modern Woman,”

Sally always dressed like a boyMA 169). Like Sally, Cather was a tomboy, liked cross-
dressing, and, had such sunburned skin that she called herdaliga@ous nigger.” In fact,
Sally is even linked with the image of this “dang’rous niggerhile her mother plays
European operas and her sisters play Swedish music on the pidlyo;d8an(s] the
plantation melodies that negro minstrel troupes brought to tod#’ 153). She is such a
potentially problematic figure in the novel. What becomes of Shlbwever, is never
mentioned; while Jim tells what became of other girls, resackmnot know what Sally grows
up to be. The ambiguous presence of Sally quietly discloses Cathapdicated exploration
of girls’women in the novel and of herself as a girl/'woman, plyssitnnected with her
traumatic past as a “dang’rous nigger.”

101 A similar situation can be found & Lost Ladythe last of Cather’s pioneer novels
published in 1923, where the former American Girl, Marian Forresterpisghyrlinked with
whiteness through Niel, who is from Virginia: “The frosty air haought no colour to her
cheeks,--her skin had always the fragrant, crystalline whitenedsitefilacs” (A Lost Lady
26). Marian, resisting the conventional role of wife and breaking Niglta$s of the
(Southern) lady, symbolizes the change in America from the pioneer taimainhdustrial era,
and to the progressive era in first getting married to a pioneayadiian, then having an
affair with a materialist business man, and then with “a rich, cranky oldsBrgin” who
meets her in California and takes her to Buenos Ayres, the new friemtibe progressive
America @ Lost Ladyl148).

242



showing two options for girls and revealing a limited view in the “figure-ngikof

Jim, who cannot control Lena, the New Woman. Also, Jim’s ambivalent connection
to his Old World can be found in the contrast between Antonia and Lena, and, in this
respect, Lena serves to subvert the gender model not only of turn-of-the-century
America but also of the Old South.

Meanwhile, what makesly Antoniamore complex is that Jim’s narrative is a
framed story, accompanied by the Introduction by another writer, who is one of the
New Woman figures, being a professional writer and having her own apartment.
Forming a kind of frame of the novel, the Introductiomvyf Antoniaplays an
important role in disclosing the present situation of Jim in the 1910s. The nartator “I
reveals that Jim is “legal counsel for one of the great Western yaifnand remains
romantic, following “those big Western dreamb1A x, xi). What is no less
important is that the narrator “I” discloses Jim’s unhappy marriage dékjste
sympathetic, solicitous interest in womeMA xi), which Jim omits revealing in his
narrative. His cheerless marriage is contrasted ironically witbras happy one.

The narrator’s reference to Mrs. Jim Burden, however, has much more meaning than
just the ironical characterization of Jim; on the contrary, the narrator’stidepof

Mrs. Burden presents another “picture” of a New Woman and also of a “Bohemian
girl,” and serves to reveal Cather’s sharp critique of the 1910s radical New
Womanhood in New York.

It is worth noting that when Cather revised the narrator’s Introduction in 1926
she cut a certain amount of information about Mrs. Burden, which originally included

the specific reference to her participation in social movements:
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Although Jim Burden and | both live in New York, and are old
friends, | do not see much of him there. He is legal counsel for one of
the great Western railways, and is sometimes away from his New York
office for weeks together. That is one reason why we do not often meet.
Another is that | do not like his wife.

When Jim was still an obscure young lawyer, struggling to make his
way in New York, his career was suddenly advanced by a brilliant
marriage. Genevieve Whitney was the only daughter of a distinguished
man. Her marriage with young Burden was the subject of sharp
comment at the time. It was said she had been brutally jilted by her
cousin, Rutland Whitney, and that she married this unknown man from
the West out of bravado. She was a restless, headstrong girl, even then,
who liked to astonish her friends. Later, when | knew her, she was
always doing something unexpect&the gave one of her town houses
for a Suffrage headquarters, produced one of her own plays at the
Princess Theater, was arrested for picketing during a garment-makers’
strike, etcl am never able to believe that she has much feeling for the
causes to which she lends her name and her fleeting interest. She is
handsome, energetic, executive, but to me she seems unimpressionable
and temperamentally incapable of enthusiasm. Her husband’s quiet
tastes irritate her, | think, and she finds it worth while to play the
patroness to a group of young poets and painters of advanced ideas and

mediocre ability. She has her own fortune and lives her own life. For
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some reason, she wishes to remain Mrs. James BulArx-Xi,

emphasis added)
The citation, from the 1918 version of the Introduction, shows that the wife of Jim
Burden, Genevieve Whitney—once a typical American Girl, the daughter of a
wealthy man—had a reckless and gossipy marriage to Jim and now has an
independent life. What should be noted is the italicized part: “She gave one of her
town houses for a Suffrage headquarters, produced one of her own plays at the
Princess Theater, was arrested for picketing during a garment-mstkies’ etc.*%?
Small as it is, this detail about Mrs. Jim Burden is highly important. First, Mrs
Burden offers her house for a Suffrage movement, and therefore she ivés acti
supporter. Second, Mrs. Burden is a playwright, producing her own play at the
Princess Theater, which was an actual theater founded in 1913 and was located at
West 39" street in New York City. It was a small Broadway theater, and was known
to show experimental plays. Thus, Mrs. Burden is not only a patroness but also
engages herself in modern art. Lastly, the narrator reveals that MrenBands
social reform movements so actively and was arrested at a garmakets’ strike. At

the beginning of the twentieth century, there were a lot of strikes in lag stich as

New York and Chicago. Ladies garment workers founded the InternationatLadie

102 \When Cather reviseldlly Antoniain 1926, Cather revised the Introduction, cutting out a
considerable part of the description of Mrs. Burden. For one thing, it canibatatirto the
change in the social situation. American women finally got their righ¥ste in 1920, and
the 1920s Greenwich Village was “no longer a seat of political rebellicknfierican
expatriates in their own country” (Kazin 297). Instead of radical at$ivihose young writers
who had been to Paris started to be settled in Greenwich Village in the 1920&mamican
Bohemia” itself changed. On the other hand, while Cather cuts out the Iscenstary about
Mrs. Burden’s marriage and the reference to her participatiarcialsnovements such as
suffrage and strikes, she leaves in the information that Mrs. Busdepdtroness of radical
and less talented artists.
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Garment Workers Union which had many branches in major cities, and they had two
big strikes in 1909 and 1910, which not only working women joined but a number of
wealthy women supported (Figure 32). Sharing these characteristicBden can

be seen as a typical social activist in the urban space in the 1910s.

Figure 32. “Strikes, ladies tailors, N.Y., Feb. 1910, picket girls on duty.”

Courtesy of the Library of Congress.

Indeed, the portrait of Mrs. Jim Burden as a radical, or political, New Woman
who participates in social movements as well as modern art can be assoitfated w
image of radical New Women in Greenwich Village in New York, where C#tresl
when she wrot&ly Antonia’®® Greenwich Village was the center of radical
movements regarding both social problems and art at the beginning of the twentieth

century, and was called “Bohemia,” or “New Bohemia” especially il 8#s

103 Cather moved to New York in 1906, living in an apartment in Greenwich Vilalgieh
became the center of radical social movements including suffralge i91.0s. After the
publication ofO Pioneersin 1913, she received a number of letters from various women’s
group in a short time; and Cather cried, “Perish all social clubs foewdrtSergeant 117).
For more about radical reform movements found in Greenwich Villagesbat1912 and
1920, see Levin, Chapter 7.
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(Levin 339). “Many feminists, like other cultural radicals, gravitated tdveamajor
cultural phenomenon of the early twentieth century, the little ‘bohemias’ of major
cities, most especially New York's Greenwich Village, where low remtscéed

artists, writers, political and social radicals, and hangers-on who liked thetblkea
atmosphere” (Matthews 110), and, especially from 1912, radical movements in
Greenwich Village became remarkable with, for example, the creatitwe ailieral

Club and radical women’s group Heterodoxy. Though there is no direct reference to
Greenwich Village irMy Antonia it will be meaningful to link social situations of the
1910s in Greenwich Village and how the narrator “I” describes Mrs. Burden, whose
characteristics have much in common with radical “Bohemian girls” found in
Greenwich Village when Cather lived there.

One of the prominent “Bohemian girls” in Greenwich Village was Mabel
Dodge, who “offered her elegant apartment at 23 Fifth Avenue” for a saloreéor fr
conversation in Greenwich Village from 1913 (Levin 356). Dodge was “a wealthy
and unconventional patron of advanced art and radical politics” (Matthews 110),
supporting strikes and picketing, though some people saw her talent as limited and
criticized that she was “a little frivolous and a little empty-head8téinsell 107).

Those invited to her salon consisted of members from various fields and positions,
such as trade unionists, anarchists, suffragists, poets, lawyers, mod&sretrtieind
they discussed freely such topics as art, the labor problem, suffrage, freetbve, a
birth control. Mrs. Burden’s maiden name, Genevieve Whitney, can be also linked
with another actual figure Gertrude Vanderbilt Whitney, the daughter &irneof

the railroad, Cornelius Vanderbilt. Gertrude Whitney was a prominent figiNew
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York society, who was a patroness of modern art and, with her great fortune,
collected art works which were to be exhibited later in the Whitney Museum of
American Art. She was an artist (sculptor) herself and had a studio in Greenwic
Village; also, she got engaged in the advancement of women in the field of art, and,
without her husband’s help, “took the lead in everything she did” (McCarthy 215).
Accordingly, sharing a lot with these wealthy and radical patrons of Grelenw
Village, Mrs. Jim Burden can be seen as a so-called “Bohemian girl” iniéamer
Bohemia.

Andrew Jewell thoroughly examines Cather’s relationship with Greenwich
Village, where she lived from 1906 to 1927. In discussing “Coming, Aphrodite!”
(1920), which is set in Greenwich Village, Jewell investigates how Cather
distinguished “Local People” and “Villagers,” and how she preferred the old
Greenwich Village with “the refined artistic sentibilities ofidasians™ to the new
Greenwich Village (64). Jewell examines Cather’s negative reacti@Gneenwich
“Villagers” chiefly in “Coming, Aphrodite!”; then, it is no wonder if this iddeeady
appears itMy Antonig which was published two years earlier than “Coming
Aphorodite!.” Through the portrait of Mrs. Jim Burden, Cather negatively psesent
the radical New Womanhood created in New York, especially in Greenwiclgé&/illa
or American Bohemia.

Considering that Greenwich Village was often called “Bohemia” and the
villagers were called “Bohemians,” the contrast between Antonia and3Mirden is
highly essential itMy Antonig which can be seen as a story about two Bohemias

with two “Bohemian girls”: one is a Bohemian space in the rural arealwbkles,

248



which is linked to European Bohemia through the Shimerdas and the Cuzaks
(especially by Antonia); the other is American Bohemia in New York (ee@wich
Village), where Mrs. Jim Burden belongs. The most marked differences petivece

two kinds of Bohemia are regarding art and motherhood among others. First,
European Bohemia is described as culturally rich, linked with the Europediotrad

Mr. Shimerda used to play the violin with his friends in his old country in Europe,
and the violin is the essential link between him and his home in Bohemia. After
coming to the United States, however, he never plays the violin; later, this violin
appears in the novel again when Leo, a son of Antonia, plays it in front of Jim at the
reunion of Jim and Antonia. In Book V, Antonia’s husband Cuzak brings a Bohemian
newspaper from the town, and they talk about news of a Bohemian singer, Maria
Vasak, who is characterized as a world-famous artist and of whom Cuzak has a
personal memory. Cather positively shows the connection that Bohemian immigrants
have with art, which is presented as genuine and is linked with old, European
tradition. Here can be found Cather’s idea of American civilization, which has
something in common with that of James and with those of such thinkers as Kallen
and Bourne, presenting the idea that “American civilization’ may come to thea
perfection of the cooperative harmonies of ‘European civilization™ (KaNe. 2591,
220). In contrast, the cultural enterprise Mrs. Jim Burden develops in New York is
depicted negatively. The narrator points out the lack of artistic sense in MrsnBurde
cultural activities, criticizing that she is a patroness to “a group of yourig ane
painters of advanced ideas and mediocre abiltA k). In the 1910s Greenwich

Village, “the New Bohemians were the first to connect their artatiiee, and
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personal lifestyles to the cause of organized labor and the socialist movvanent

since art was “for the sake of life, not strictly for the sake of artif #rewas

sometimes regarded as vulgar (Levin 340, 348); in this respect, the narratatiseneg
comments on Mrs. Burden’s art can be seen as Cather’s negative reaction o the ne
art created in “New Bohemia.”

Another essential difference between two “Bohemian” women can be found in
the theme of motherhood. The two women are vividly contrasted, Antonia as the
Earth Mother figure having a large family and Mrs. Burden as a childléssand
active reformist. Antonia’s high fertility is fully shown in the last Book, esgly
through the dramatic image of her children coming out of the cave. Jim deedy,"
seeing “a veritable explosion of life out of the dark cave into the sunliyi"328),
which leads to Jim’s final picture of Antonia as “The Primitive Wom&hAround
the turn of the century, while the birthrate of the Anglo-Saxons decreased and while
feminists and those radical groups supported birth control, immigrants and resoriti
had large families with a lot of children; and Theodore Roosevelt warned that the
white, middle-class, Anglo-Saxons had a risk of committing what the sociologist
Edward A. Ross called “race suicide” (Matthews 38). In the contrast befwgenia
with “a family of that size” A 319) and Mrs. Burden, Cather to a large extent
adopts the popular discourse of “race suicide.” Cather, then, distances henself fr
both of these two “Bohemian girls.” Though she portrays Antonia much more
favorably than Mrs. Burden, Antonia’s excessive fertility underlines her@ks as

an immigrant.

104 The goddess image of Antonia as a fecund Earth Mother can be seen as Eurapgan; He
Adams notes, the goddess in Europe “was reproduction—the greatest amaystesious of
all energies; all she needed was to be fecund” (321)
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Taken together, the novel presents another pair of portraits in the vivid contrast
between two “Bohemian girls,” between two Bohemias: Cather shows theatul
richness linked with European tradition in European Bohemia, and the Bohemian girl
here is portrayed as the “Primitive Woman” to almost a mythic sense; irmspiire
“Bohemian girl” in American Bohemia represents the radical fetnamd reformist
New Woman and Cather negatively depicts the “New Bohemia” she repréggnts.
Antoniais thus in dual senses a story about the “Bohemian” girl. In Jim’s narrative,
Jim romantically celebrates Antonia, narrating a “Bohemian” tpriysvhere a girl
from Bohemia becomes the Earth Mother in America; in the Introduction, the
narrator, contrasting two kinds of “Bohemian girls,” favorably rememAetsnia,
whom she once “admired,” while she publicly declares her aversion to Jim;s wife
saying “I do not like his wife” A xi, x). While her “own story [about Antonia] was
never written” WA xiii), the narrator “I” in the Introduction does “get a picture” of
another “Bohemian” girlNIA xii), relativizing Jim’s picture of his Bohemian girl in a
different way from Lena’s. The introduction functions in contextualizing Jim’'s
nostalgic, retrospective narrative and in situating his narrative in the 18d0srg
situation in America, where men tried to seek—or restore—their mascufirtigir
imperial enterprise and their romantic myth of the West, while women became more
independent and rejected the traditional role of wife/mother.

Not being an American Bohemian or a European Bohemian, Lena Lingard is
worth examining again, since she reflects Cather’s complicated atoweedtthe
idea of New Womanhood and her certain separation from the two “Bohemias” in the

novel. Lena is a fairly subversive New Woman and could be a radical feminist by
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nature in claiming women'’s limitations in a domestic space, but she néwvethac

joins radical social movements. In this respect, it is meaningful that Gaékers

Lena a dressmaker. In major cities in turn-of-the-century Americgahmeent

industry flourished and a number of factory girls worked under poor conditions,
producing “ready mades,” and these terrible conditions led them and sosigtscti

to garment-makers strikes, as mentioned before. Lena, however, does not work at a
garment factory as a factory girl but runs a dress shop as a dressdesigak. She

has talent and never joins the labor union or strikes. In the narrative portrayed by Jim
Lena is depicted as seductive and rather threatening while Antonia is positively
celebrated; nevertheless, Lena represents a powerful portrait of ennaadean who
never fights politically but successfully overcomes the limitations of womérei
patriarchal social system. Cather’s idea of New Womanhood is somethingnmcom
with what Henry James presents in Doctor Prand@deBostoniansdDoctor Prance,

not joining such social movements as Mrs. Farrinder pursues, still shows the powerful
figure of New Woman by practicing the movement in a literal sense, and whate
might become of the movement at large, Doctor Prance’s own little rexolutis a
success”Bostonians39). Like Doctor Prance, Cather's New Women—Lena (and the
narrator “lI,” who also makes Jim’s narrative unstable by giving itant&”)—

succeed in their “own little revolutionBpstonians39).

In short, Cather revises the typology of the American Girl of the progeessi

era by portraying “not-American” girls who embody the multicultudaki of

America. Her early “American” girl story, “Tommy, the Unsentinayitpresents a
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girl who becomes a New Woman, though, in the story, boundaries in terms of race,
ethnicity, gender, and girls’ choice are fixed; then, the Americanngiihe Profile”
deviates from the icon of the American Girl and also serves to embody the
unbridgeable gap between the Old World and the New World of the portrait painter.
Then, in her “not-American” novels, immigrant girls successfully britigewo

poles (American and foreign, male and female, the American Girl plot and the New
Woman plot), and present what Randolph Bourne calls “Trans-national America,”
which is linked with the European tradition, and also present the Jamesian idea of
America in their “foreignness.” At the same time, though Cather’s “moé#can”

girls transcendently bridge the Old World and the New World, the celebrated model
is frequently juxtaposed with the failed model in her works, which may be linked
with her ambivalence toward her own connection to her Old World in the South.
Cather’s negotiation of the issues of nation and gender appears more comgiéxly in
Antonia,where Cather portrays a Bohemian immigrant through the eyes of a
Southerner and where not only girls’ options but also different ideas of New
Womanhood are juxtaposed. In Jim’s “My Antonia,” the portrait of a Bohemian girl
who has a happy marriage and becomes the Earth Mother is juxtaposed with a (self)
portrait of another girl, Lena, who becomes a New Woman and who is situated at the
hidden center of Jim’s narrative. Then, at the level of the “frame,” the oiaftat
presents another picture of a “Bohemian girl,” which is sharply condraste Jim’s
“Bohemian girl” as well as with the portrait of Lena. Contrasting two “Bahsn—
American Bohemia and European Bohemia—Cather favorably portrays tine latte

though she distances herself from both Bohemias. The narrator “I'’s negatikatport
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of Mrs. Burden also suggests Cather’s negative critique of radical New Womanhood

and “New Bohemia” in 1910s Greenwich Village, which is contrasted with such a

New Woman figure as Lena, who does not fight for causes but powerfully overcomes

limitations of women in patriarchal society and challenges conventional geheer
After My AntoniaCather’s exploration of the American Girl is to shift to

another direction. In her last pioneer novel,ost Lady(1923), Cather portrays a

former American girl who embodies the change in turn-of-the-centuryidaner

through the eyes of a Southern boy. In other works published in the 1920s, including

The Professor’'s HousendMy Mortal EnemyCather shifts her attention from

pioneer days and immigrant heroines and focuses instead on “Americarérgirl

women who live in a modern, urban life. “The world broke in two in 1922 or

thereabouts,” Cather says latBio¢ Under Forty v), and the change in American

society after the World War | seems to have led Cather to another dimenkem i

critique of America. At the very end of her career, then, Cather explores the aha

the American girl from a totally different perspective Sapphira and the Slave Girl

(1940), she returns to her childhood life, her roots in Virginia, and writes a novel

where she deals for the first time with a black, slave girl and where gedfher

appears as a white, Southern girl.
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Conclusion

Around the turn into the twentieth century, when the United States went
through a range of social, economic, and geographic changes, the meaning of
“America” shifted during the process Alan Trachtenberg has termed “the
incorporation of America.” In this period, the image of the American Girl among
others functioned in the standardization and unification of the norms of nation and
gender. The WASP icon of the American Girl helped to define the “Americaa; ra
and represented the ideal of the progressive and materialistic Arétlee Gilded
Age; in addition, though the image of the American Girl shows the new model of
young women in contrast with the Victorian model of the “Angel in the House,” it i
still not subversive in that the American Girl is situated within the institution of
heterosexuality and serves to make various boundaries stable. The three writers |
dealt with in this dissertation—Henry James, Edith Wharton, and Willa Cather—have
something in common with the turn-of-the-century myth-makers of the Americhn Gi
in that their “American girls” represent their notion of America as veetfayirls;
however, they challenge the icon of the American Girl and the ideas it embodies,
raising questions about ideas of nation and gender.

Chapter one briefly examined several examples of American girls in late
nineteenth-century American literature, and showed that, while the poputgr oha
the American Girl almost always expects the happy marriage, thefigaéhood
became complicated around the turn of the century, when a girl can—or should—

“choose” whether to marry or not, whether to have a profession or not, whether to
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have a heterosexual marriage or a Boston marriage, or whether to becomeAmeric
or not. Then, the following chapters explored how the three writers’ represardéti
girls challenges the popular icon of the American Girl and raise queshonstae

ideas of nation and gender; the three chapters examined how Henry Jamesi®vises
American girls (Chapter two), how Edith Wharton ironically plays with tpe tyf

the American Girl (Chapter three), and how Willa Cather presents her fnetiéan
girls,” who embody her ideal of a multicultural America (Chapter four).

A close examination of the three writers’ representations of the Amagida
revealed the ways in which their awareness of complexity in the idealadagrin
turn-of-the-century America leads to their critique and revision of the ikaregirl
story. Especially in the three works which this dissertation closely delalt-the
BostoniansThe House of MirthandMy Antonia—the three writers juxtapose two
options for girls and make their novels different both from the popular American Girl
story, which ends with the happy marriage, and from the ordinary New Woman story,
where the girl chooses to pursue her profession or independence instead of
conventional marriage. In doing so, these writers reveal the complexasitahtut
the issue of girls’ choice, which they make an open question.

Moreover, in raising questions about the idea of “America,” these threesnriter
can be seen as Americanists in a different sense from the materialistioigary one
of the turn of the century. The notion of the “American civilization” these writers
share is linked with cosmopolitanism and with the old, European tradition; they
distance themselves to some extent from the new, progressive Ameridajshic

linked with popularization, materialism, and standardization. While the America
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civilization of the Progressive Era is linked with artificiality, the Toaaflian idea
of America is linked with nature in their novels, and the idea—which is embodied by
James’s American girl as “a child of nature’—comes to be represented i
“foreignness” in the works of Wharton and Cather.

Thus, the three writers—James, Wharton, and Cather—negotiate the ideas of
America and girlhood in their “American” girl in a different wagrr the one shown
in the popular icon of the American Girl. While the turn-of-the-century icon of the
American Girl functions in stabilizing the boundary and incorporating the standard of
nation and gender, the three writers’ girls make various boundaries unstable and
present plural options, revealing the complexity and instability in the idea of
“America’ as well as “girlhood” at the turn of the century, which are segiyi

suppressed in the national enterprise of “the incorporation of America.”
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